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PREFACE 

CONSIDERING the importance of the position 
occupied by Thomas Gainsborough in the British 
school of painting, surprisingly few details of his life 
have been preserved. His contemporaries appreciated 
and accepted his pictures without concerning themselves 
much with the man who produced them, and he had 
been dead sixty-eight years before any adequate attempt 
to write the history of his life and work was carried to 
completion. It is true that an eccentric neighbour of 
Gainsborough, in the person of Governor Philip Thick- 
nesse, published a short memoir of the painter in the year 
of his death ; true also that the interesting antiquary, 
John Thomas Smith, sometime Keeper of the Prints at 
the British Museum, and author of the amusing Life of 
NoUekens and other curious works, made an effort to 
collect information nine years later. But twenty-eight 
pages in Allan Cunningham's Lives of the British 
Painters^ published in 1829, remained the sole authority 
upon the career of the painter until nearly seventy years 
after his death. 

Cunningham's Life is necessarily incomplete and 
unconvincing, and it was not until the middle years of 
the nineteenth century that anything like an adequate 
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and connected account of Gainsborough's career appeared 
in the little volume written by the Fulchers, father and 
son. The elder of these gentlemen, as a fellow-towns- 
man of the painter, a scholar at the same grammar 
school, and a devoted admirer of his art, undertook the 
pious office of placing the main facts of his life upon 
record. He received and acknowledged help from most 
of the sources of information available at that late date ; 
from Gainsborough's own family, in the persons of the 
Rev. Gainsborough Gardiner, Mr. Gainsborough Dupont, 
and Mrs. Sarah Browne; from Mr. Sheepshanks, the 
collector, and from Mr. C. R. Leslie, R.A., and Mr. R. J. 
Lane, A.R.A. Death, however, brought Mr. Fulcher's 
labours to a close in 1855, ^^^ ^^ unfinished task, 
taken up by his son, was carried to completion in the 
following year. 

The art of Gainsborough has since occupied the 
energies of many able writers, but, with the exception of 
some allusions in letters, memoirs, and lives of his con- 
temporaries which have appeared from time to time, 
little has been added to our knowledge of the details of 
his life, and Fulcher's interesting volume seems likely to 
remain the chief authority. 
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THOMAS GAINSBOROUGH 



CHAPTER I 
BIRTH, PARENTAGE, AND BOYHOOD— 1727-1745 

THOMAS GAINSBOROUGH was bom in the 
parish of St. Gregory Sepulchre, Sudbury, Suffolk, 
in the year 1727. The exact day of his birth is un- 
certain, but his baptism at the Independent Meeting- 
House on May 14th of the same year seems to fix the 
date with reasonable accuracy. He was the son of John 
Gainsborough of that town, and of Elizabeth, his wife, 
whose maiden name was Burroughs. John is represented 
by his biographers as a Nonconformist, and Elizabeth as 
of the Establishment ; but as when John came to die he 
was buried in the parish churchyard of St. Gregory, it is 
possible that the particular creeds of the pair were the 
reverse of those generally accepted. On the other hand, 
Mrs. Gainsborough had certainly a brother in holy orders, 
the Rev. Humphrey Burroughs, who conducted the local 
Grammar School. The point is not of vast importance, 
but it may be accepted that one at least of Thomas's 
parents was of the Independent persuasion. 

Both family and local tradition present John Gains- 
borough as a remarkable man. Cunningham reports the 
local recollection of " a stately and personable man, with 
something mysterious in his history, for the pastoral and 
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and was buried at the Independent Meeting-House at 
Sudbury. 

This interesting couple had a quiverful — five sons, of 
whom Thomas was the youngest, and four daughters. 
We know little of some members of this large family, 
but, from some particulars which have survived of the two 
eldest, John and Humphrey, we judge them to have been 
in many ways a notable race. John, the eldest, appears to 
have been one of those visionary men of talent who need 
but a little ballast to become geniuses. He had a pro- 
digious turn for the mechanical arts, and from his youth 
up was employed upon endless projects of a mechanical 
nature. He was known in the village as *' Scheming 
Jack," but his reputation was also that of a man who 
seldom carried anything to completion. Years later, 
Thomas Gainsborough used to declare that he never 
knew his brother finish anything. "Curse it," was the 
Schemer's invariable explanation of his failures ; " some 
little thing was wrong : if I had but gone on with it, I am 
sure I should have succeeded, but a new scheme came 
across me." 

Jack's first notable performance was the construction 
of a flying machine with wings of metal, in which he 
essayed a public flight, but succeeded only in reaching 
the ground from the roof of a summer house, without 
hurt, but amidst the derision of the assembled villagers. 
One reads of him later as painting a signboard for a local 
publican, and taking his revenge for what he considered 
a mean bating of his price by painting the Bull in dis- 
temper, which disappeared after the first shower. What 
his means were we do not know, but it is certain that 
they were usually dissipated by the purchase of material 
for his numberless experiments, and benefactions from 
his brother Thomas in the prosperity of later years went 
the same way. Governor Thicknesse has left an account 
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of this unfortunate, which is evidently drawn from the 
Ufe. 

'' I never saw John Gainsborough but once, and that 
is more than twenty years ago. But passing through 
Sudbury, where he has always resided, I visited him as a 
friend of his brother. Previous to seeing him I sat an 
hour with his wife, and asked her whether Mr. Gains- 
borough, her brother, did not assist them. *0h yes,' 
said she, ' he often sends us five guineas, but the instant 
my husband gets it he lays it all out in brass-work to 
discover the longitude.' At that instant her longi- 
tudinal husband appeared ; he would not suffer me even 
to tell him my name, or that I was a friend of his 
brother, but brought forth his curious brass-work, and, 
after showing me how nearly it was completed, observed 
that he only wanted two guineas to buy brass to finish 
It I could hardly determine whether his deranged 
imagination or his wonderful ingenuity was most to be 
admired, but I informed him that I had not capacity to 
conceive the genius of his unfinished work, and therefore 
wished him to show me such as was completed. He 
then showed me a cradle which rocked itself, a cuckoo 
which would sing all the year round, and a wheel that 
turned in a still bucket of water. He informed me that 
he had visited Mr. Harrison and his timepiece, ' but,' 
said he, ' Harrison made no account of me in my shabby 
coat, for he had lords and dukes with him. After he 
had shown the lords that a great motion of the machine 
would noways affect its regularity, I whispered to him 
to give it a gentle motion. Harrison started, and in 
return whispered me to stay, as he wanted to speak to 
me after the rest of the company were gone.' I then," 
continues Thicknesse, ** took my leave of this eccentric 
and unfortunate man without giving him the two guineas 
solicited, and now lament that he has lost the aid of his 



6 THOMAS GAINSBOROUGH 

excellent brother, for, alas, without aid he cannot subsist, 
and must be verging upon, if not past, fourscore years 
of age, for he said he was several years older than his 
brother Thomas." 

It is possible that the poor flighty John was nearer 
the accomplishment of one at least of his undertakings 
than it seemed. This Harrison mentioned by Thick- 
nesse was the winner of the Governriient premium of 
;f 2 0,000 for the production of a chronometer which 
should enable the longitude to be found within certain 
limits of accuracy stated in the conditions of the offer. 
John had evidently divined some of the difficulties to be 
overcome when he recommended Harrison the test of 
the " gentle motion." We read, too, that he had himself 
sent a piece of his own manufacture to the proper quarter, 
and that '* although the result did not fully answer his 
speculations, a sum of money was awarded to him for his 
ingenuity." Our last glimpse of John Gainsborough 
reveals him as an old man standing, by the hour together, 
drawing diagrams with a stick in the sand on the floor 
of his house at Sudbury. He determined finally that to 
prove his theories as to the proper method of reckoning 
longitude he must go to the East Indies, but he only got 
as far as London on that journey, where he died. 
Nearly every room of his house at Sudbury was full of 
unfinished models of brass and tin. 

From what little is known of the second son, 
Humphrey, it seems clear that there was a strain of 
mechanical ability in the family, which in his case pro- 
duced results more practical than in that of the unstable 
John. Humphrey was a Nonconformist minister in 
charge of a chapel or meeting-house at Henley-on- 
Thames, and his experiments in mechanics were the 
amusement of the leisure left by his duties as a minister — 
duties which were always conscientiously performed. It 
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is claimed for Humphrey Gainsborough that he invented 
the apparatus for condensing steam in a chamber 
separate from the cylinder of the then new invention of 
the steam engine, and that his invention was recognised 
and patented as his own by James Watt. Edgeworth, the 
father of the authoress, knew Humphrey well, and was a 
great believer in his ability. " I never knew a man of a 
more inventive mind," said he. The circumstances of 
his claim to the invention of the condenser are thus re- 
corded by Fulcher : — " It was stated by his family and 
friends that Watt owed to him one of his great and fun- 
damental improvements — that of condensing the steam 
in a separate vessel. Certain it is that Mr. Gainsborough 
had constructed a working model of a steam engine to 
which his discoveries were applied, and that a stranger, 
evidently well acquainted with mechanics and supposed 
to be connected with Watt as an engineer, was on a visit 
to Henley, to whom he unsuspectingly showed his model 
and explained its novelties. His relatives have assured 
the author that such was the fact, and that the cir- 
cumstance of having thus lost the credit of the discovery 
made a deep and melancholy impression upon his 
mind." 

The evidence is not conclusive, of course, but a pas- 
sage in Thicknesse appears as a corroboration. " Mr. 
Gainsborough gave me, after the death of his clergy- 
man brother, the model of his steam engine ; that engine 
alone would have furnished a fortune to all the 
Gainsboroughs and their descendants, had not that 
unsuspicious good-hearted man let a cunning designing 
artist see it, who surreptitiously carried it off in his mind's 
eye." Watt took out his first patent for condensing in 
1769, and renewed it in 1775. Humphrey Gainsborough 
died in 1776. 

Humphrey left other evidence of his ability as an 
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inventor besides this claim to the invention of the con- 
denser. He was, for example, an ingenious diallist, and 
Thicknesse mentions a sundial of his construction which 
would show the hour in any part of the world without 
the necessity of wheels and calculators usually fitted to 
such instruments. Thicknesse states that he presented 
this curious timepiece to the British Museum, where, 
however, it is certainly not displayed at the present 
moment. Humphrey, too, anticipated the modern fire- 
proof safe, and presented one of his boxes to a friend, in 
whose hands it received a very successful test. This 
gentleman's house was burned to the ground shortly 
afterwards, and the box and its contents recovered from 
the ruins uninjured. The Society of Arts, too, gave him 
a prize of ;f 50 for a tide-mill. Altogether, one thinks of 
Humphrey as a notable man, who perhaps failed to find 
his proper vocation in the Independent Methodist Church. 
Portraits of both John and Humphrey by their brother 
Thomas were exhibited in the Grosvenor Gallery in 1885. 

Of the other sons of old John Gainsborough we know 
that Matthias died untimely as a youth from an accident, 
and that Robert lived in Lancashire. Robert's calling is 
not mentioned, and we have no means of knowing whether 
he shared the family ability. Enterprise was not alto- 
gether lacking in his character : as Fulcher records, '' it is 
current that he eloped with his first wife, was married 
twice, and had three children." 

The daughters all married. Mary, the eldest, became 
the wife of a Dissenting minister at Bath named Gibbon, 
and the few letters of Thomas Gainsborough to his 
kinsfolk which have been preserved were written to this 
sister. Susan married a Mr. Gardiner, also of Bath, and 
her descendant, the Rev. Edward Gardiner, is the pos- 
sessor of several portraits and etchings by the painter. 
The two other sisters, Sarah and Elizabeth, both lived and 
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died in their native town of Sudbury. Elizabeth married 
a Mr. Bird; Sarah, a Mr. Dupont Sarah's son, 
Gainsborough Dupont, later became assistant to his 
uncle, and before his death at thirty years of age in 
1797 achieved some success as a painter and engraver. 
He left several portraits of more or less notable person- 
ages of his day, including Mr. William Pitt, Lord Howe, 
and Robert Preston, who, in giving the great Minister 
periodical dinners at Greenwich, perhaps initiated the 
Ministerial whitebait dinner at the Ship, which has ex- 
pired only in our own times. Dupont painted also 
Hector Rose, the Deputy Master of Trinity House in his 
day, and a portrait group of the Elder Brethren which 
still hangs in that building. He would probably, how- 
ever, have been more notable as an engraver in mezzotinto 
than as a painter, had he lived. As it was, he left eleven 
excellent plates from works by his uncle — plates, in which, 
as Mr. Chaloner Smith points out, not only the manner 
but the very spirit of the painter is translated. One of 
the best known of these is that of the youthful St. Leger. 
It was that great authority's opinion, that, had Dupont 
attained his prime and continued the scraping of these 
admirable plates, his prints would have done much to 
have established the reputation of Gainsborough as the 
chief painter of English feminine grace and beauty in the 
place of Reynolds. 

We have indicated the chief personal influences 
which may have helped to mould the character of 
Thomas Gainsborough — a good - natured and genial 
father, elder brothers of energy certainly, and of some 
practical ability in the mechanical sciences as known in 
their day, a tender mother, and four sisters older than 
Wmself. The commercial failure of his father when he 
was only six years of age seems to hint at straitened 
nieans in his family, but such disasters were more easily 
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repaired in a time when there was less struggle for exist- 
ence than there is in these later days, and there is no 
hint of any breaking up of the family home; on the 
contrary, it is clear, from the following announcement in 
the London Gazette for October i6th of 1753, the year 
of the bankruptcy, that the commercial troubles of John 
Gainsborough were not long in settlement : — 

"Whereas a Commission of Bankrupt was lately 
awarded and issued against John Gainsborough of 
Sudbury in the County of Suffolk clothier; this is to 
give notice that the said Commission is superseded 
under the Great Seal of Great Britain. Therefore all 
persons who are indebted to the said John Gainsborough, 
or have any effects in their hands, are forthwith to pay 
and deliver the same to the said John Gainsborough, or 
they will be sued by Mr. Henry Hanyford Attomey-at- 
Law, in Friday Street, London." 

The incident, however, is significant of the early 
necessity for each of the sons to choose a means of 
living, and that without much hope of any help that 
might come with a patrimony, however modest. That of 
Thomas was soon determined by his evident leaning 
towards graphic art. 

Thomas is mentioned by one of his biographers as 
the only member of the family who was a charge upon 
the parental resources. The daughters were all married 
in due season. Humphrey was in his ministry, and the 
schemes of John doubtless provided in some way for the 
needs of that ingenious mechanic. But Thomas's years 
of dependence upon his father were certainly not pro- 
longed beyond the ordinary, and his parents, like the 
sensible people they evidently were, had no hesitation in 
letting the boy follow his natural bent, which was not 
long in declaring itself. Among the few known facts of 
his boyhood, that of an early artistic precocity is very 
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clearly established. Allan Cunningham has described 
him as having made some progress in sketching from 
nature at ten years old, and as being at twelve a con- 
finned painter. It seems certain that at a still earlier 
age his artistic tastes had attracted the notice of his 
parents and guardians. Fulcher tells us that, as soon as 
he had been placed under the ferule of his uncle 
Burroughs, who educated the Sudbury youth at the 
Grammar School, Tom was accustomed to employ the 
hours which should have been occupied with his grammar 
and sums in filling his books and those of his companions 
with the juvenile drawings with which genius so often 
declares itself. There was another boy named Joshua 
Rejmolds engaged in so decorating Latin grammars at 
Flympton at much the same time. Young Tom 
Gainsborough is said to have had his own exercises 
done by his schoolfellows in exchange for his artistic 
productions, with the result that Uncle Burroughs was 
often completely deceived, and the young scapegrace 
provided with leisure to pursue his artistic essays un- 
heeded and untroubled. Fulcher remembered the old 
schooUiouse, which was standing in 1855, ^^^ ^^ 
young Gainsborough's initials cut deep into the wood- 
work, as well as a caricature of the master, which may 
have been by the same hand. But the boy's ambitions 
were by no means bounded by such opportunities as lay 
within the four walls of the schoolhouse. There was no 
greater treat for the lad than to set off on a long summer 
day's ramble with his pencils and paper through the 
wooded country which lay around his native town. On 
one particular occasion he had applied for leave to make 
some such excursion from his uncle, and had been refused, 
when he hit on a means of escaping that disappointment. 
The boy returned with a paper bearing the words " Give 
Tom a holiday" in a very convincing imitation of his 
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father's handwriting, and bearing the parental signature. 
Fulcher relates that Burroughs was completely deceived, 
and allowed young Gainsborough the day for his sketch- 
ing expedition; but having some later doubts on the 
point he communicated with old John, who was thus 
informed of the misapplied talents of his son. Upon 
being shown the forgery he exclaimed, " Tom will one 
day be hanged." The boy, however, brought back such 
a collection of sketches as the result of the day's truancy 
that the elder relented in his righteous anger, and, 
recognising the promise of his son's talent on the spot, 
" changed his mind, and with a father's pride declared, 
* Tom will be a genius.* " 

John Thomas Smith characteristically improves 
upon the story of the forgery. He declares that the 
family warming-pan was found full of orders for holidays 
forged in his father's name by the ingenious Tom. 

These legends, however, true or false, half true or 
exaggerated, all present a general truth — ^the boy's love 
for nature and his diligence in its study. Gainsborough 
himself has left it on record that he sketched every tree, 
gate, stump, and stile within ten miles of his home until 
he knew every detail of that pleasant country by heart. 
All these products of his love he treasured up — 
" sketches of trees, rocks, shepherds, and pastoral scenes, 
drawn on slips of paper or on old dirty letters," as 
Thicknesse, to whom he gave a handful, describes them. 
That eccentric gentleman indeed laid claim to the first 
effort Gainsborough made with a pencil — a group of trees 
which he describes as " a wonderful performance, and not 
unworthy a place in one of the painter's best landscapes." 
We should imagine either the critical faculty of Mr. 
Thicknesse or his chronology to be at fault in this 
matter. More convincing is the information he has 
recorded, that the boy at first was careful to keep his 
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early sketches and studies, which he was accustomed to 
speak of as '* his riding school/' until his growing pro- 
ficiency made him discontented with his juvenile efforts. 
Then he presented them broadcast to his friends, including 
Mr. Thicknesse and a lady in London, who rather un- 
appreciatively papered a room with them. 

We have examined, as fully as the scanty material 
available will allow, the personal surroundings in which 
young Gainsborough's character developed : in the case 
of an artist whose first love at least was the fervent 
admiration of landscape, a consideration of the physical 
surroundings in which that character developed is not 
less important. Fulcher goes out of his way to belittle 
the antique character of the Sudbury of Gainsborough's 
3^uth, and the boy's love of its quaintness: "The 
dilapidated and antique buildings which encumbered and 
disfigured the streets of his native town were, in the eyes 
of the painter, positive beauties. ... Its then unpaved 
thoroughfares were at irregular intervals encroached 
upon by rude porches ornamented with carvings still 
more uncouth, antediluvian monsters and zoology- 
defying griffins whose antiquity was their only recom- 
mendation." But Mr. Fulcher wrote in the days when 
the artistic ideas which were crystallised in the Great 
Exhibition of 1 8 5 1 were in full blast, and may be for- 
given much. We may be thankful that Gainsborough's 
ideas in art had birth in different surroundings, and at 
this moment no apology is needed for his evident love 
for the mediaeval character of his native town. 

The house in which the Gainsborough family lived 
had been formerly an inn known as the Black Horse, 
and was one of those old-fashioned houses dating from 
the thirteenth century where the upper storeys overhung 
the lower. A local Act of 1825, which compelled the 
inhabitants to build houses which should be made 
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"perpendicular to the foundations thereof/' and no 
doubt began the changes which have quite transformed 
Sudbury, is the occasion of a mild joke by Mr. Fulcher. 
Sir Robert Peel, in discussing the disfranchisement of 
the borough, referred to this local Act " as a most extra- 
ordinary piece of legislation to compel people to build 
their houses upright I Mr. Fulcher opines that the great 
statesman's thoughts were running more upon the bribery 
and corruption of the place than its overhanging storeys, 
and that he imagined these political backslidings of the 
people appeared even in the architecture of their houses. 

Gainsborough's house had a spacious and well-planted 
orchard at the back. Near the orchard stood the 
ruins of the palace of Simon Sudbury, Archbishop of 
Canterbury, the prelate who was unfortunately beheaded 
in 1375 by the rabble in Wat Tyler's rebellion, and 
whose head may still be seen in good preservation in 
the adjacent church of St. Gregory. 

Sudbury has increased since Gainsborough's day to 
a town of seven thousand inhabitants, and it is perhaps 
vain to look for any great resemblance between its 
surroundings to-day and those of nearly two centuries 
ago. Yet there are broad natural features in that country 
which are unchangeable. There is the position of the 
county as the most easterly part of the kingdom, 
exposed to all the winds that come from that quarter, 
unsheltered by any considerable range of hills— conditions 
which make it at once the driest and the bleakest of the 
English counties. Its general flatness, the abundance of 
its waterways, and its cold and uncomfortable geological 
formation, give Suffolk a very distinct character of its 
own. All these features are permanent, and preserve, in 
many of its most striking aspects, the country in which 
young Gainsborough first ran about with his sketch- 
book. Thus the exposed nature of the country and the 
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absence of considerable hills result in a prodigality of the 
beauty of open sky and effects of atmosphere which 
certainly had their effect upon the boy, and influence 
fflnch of his early landscape. The bleak nature of its 
plains and uplands, again, contrasts very markedly with 
the fertility of its river valleys. 

Sudbury lies in the upper part of one of the chief of 
these valleys — that of the Stour, the river which divides 
Suffolk from Essex, and at the highest navigable point 
of the river. At Sudbury begins that extensive area of 
cold clay which stretches unbroken for some twenty-five 
mfles to Ipswich — a soil capable of growing prodigious 
crops of wheat under good management in dry seasons, 
but normally cold and inhospitable to live upon. Near 
the town itself, however, the clay softens into the alluvial 
soil of the river valley with its accompaniment of willow, 
alder, and elm in the woodlands, and of pasture with 
luxuriant hedgerow instead of tilled arable in the fields. 
The natural features of the Stour valley twenty miles 
farther down the river are familiar to most Englishmen 
in the paintings of Constable. But the scenery changes 
much for the better before Dedham is reached, and in 
the neighbourhood of Sudbury we look in vain for the 
fertility and graciousness of the pastoral country which 
that artist painted so convincingly. 

Nevertheless, Sudbury stands in a rural and green 
environment to-day, and it is certain that its charm in 
that respect was at least as striking in Gainsborough's 
youth. We may indeed recognise the main features of 
the Sudbury country of to-day in one or two of his early 
paintings, which we shall examine in detail a little later. 
Great Comard, which gives its name to the chief of these, 
is a village within a couple of miles of his birthplace, and 
its woodland, overlooking the tamer lower ground of the 
river valley, indicates pretty clearly the character of the 
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The boy showed himself just as the man had decided 
to climb the fence of the orchard. He went in to 
breakfast and produced the drawing, much to the delight 
of old Gainsborough. The latter recognised a well- 
known character of the neighbourhood, whom he sent 
for and taxed with the loss of his fruit. The culprit 
denied his guilt until he was confronted with the sketch, 
when he confessed. 

From this sketch Gainsborough painted a recognis- 
able portrait of the man, whom he called Tom Peartree, 
which he mounted upon a shaped board in the manner 
of the old Dutch fire-screens, which are now again in 
such vogue. This portrait he is said to have stuck up 
in the orchard, where it presented so natural an appear- 
ance as to deceive the local rustics. This effigy of Tom 
Peartree appeared at the exhibition at the Grosvenor 
Gallery in 1885, and Gainsborough often referred to its 
origin with much relish in his later years. 

Cunningham, writing in 1829, declared that at that 
time the memory of these early days of Gainsborough 
was still strong in Suffolk, but there appears to be some 
reason for doubting the accuracy of his remark. '^A 
beautiful wood four miles in extent," he says, *' is shown, 
whose ancient trees, winding glades, and sunny nooks 
inspired him while he was but a schoolboy with the love 
of art. Scenes are pointed out where he used to sit 
and fill his copy-books with pencillings of Bowers and 
trees and whatever pleased his fancy, and it is said 
that these early attempts of the child bore a distinct 
resemblance to the mature works of the man." 

Our reason for doubting the great enthusiasm of the 
Suffolk folk for the memory of Gainsborough in 1829 
is, that thirty years earlier the researches of other ardent 
inquirers in the same district failed to discover any 
particulars worth mentioning of his life or work. John 
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Thomas Smith, wishing to collect material for a life of 
the painter in 1797, wrote to John Constable, at that 
time settled at Bergholt, asking his aid in the matter. 
Constable replied: 

East Bbrholt, 7M Mn^ 1797. 

" Dear Friend Smith, — If you remember, in my 
last I promised to write again soon and tell you what 
I could about Gainsborough. I hope you will not 
think me negligent when I inform you that I have not 
been able to learn anything of consequence respecting 
him. I can assure you that it is not for want of asking 
that I have not been successful, for indeed I have talked 
with those who knew him. I believe in Ipswich they 
did not know his value until they had lost him. • • . 

" I shall now give you a few lines verbatim which 
my friend Dr. Hamilton, of Ipswich, was good enough 
to send me. 

" * I have not been neglectful of the inquiries 
respecting Gainsborough, but have learned nothing 
worth your notice. There is no vale or grove dis- 
tinguished by his name in the neighbourhood. There 
is a place up the river-side where he often sat to sketch 
on account of the beauty of the landscape, its extensive- 
ness and richness in variety both in the fore and back 
grounds. It comprehended Bramford and other distant 
villages on one side, and on the other side of the river 
extended towards Nacton, etc. Freston alehouse must 
have been near, for it appears he has introduced the 
Boot signpost in many of his best pictures.' 

"This, my dear friend, is the little all I have yet 
gained, but, though I have been unsuccessful, it does 
not follow that I should relinquish my inquiries. If you 
want to know the exact time of his birth, I will take a 
ride over to Sudbury, and look into the Register. There 
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is one exceeding fine picture of his painting at Mr. 
Kilderby's, in Ipswich. — Thine sincerely, 

" John Constable." 

This letter adds nothing at all to our knowledge of 
Gainsborough's youth, and there is unfortunately no record 
of any further inquiry by Constable or others which, at 
a date so near to his death, might with good fortune 
have been more successful. 

Gainsborough's early biographers all agree that the 
boy's obvious talent for drawing made the choice of a 
profession an easy one for his parents and guardians. 
Fulcher says that consultations were held, opinions 
canvassed, and the sense of the little community of 
Sudbury taken upon that important subject. We read 
that the Rev. Mr. Burroughs pronounced his blessing 
upon the youth and upon the decision of his family to 
send him to London at the age of fourteen, to proceed 
with his artistic education. Although there is again 
a lamentable dearth of precise information about this 
important part of the boy's career, there is no doubt 
whatever that he left Sudbury for London in the 
year 1741. 

It is not at all clear who received the youth, or in 
what part of the town he lived. A writer of his obituary 
in the Gentleman's Magazine for August 1788 states 
that " the person at whose house he principally resided 
was a silversmith of some taste, and from him 
Gainsborough was ever ready to confess that he had 
received great assistance." Charles Grignon, the engraver, 
is the authority given for this statement, which he 
imparted to Mr. Edwards, of the Anecdotes of Painters, 
in whose work it is embalmed. We are not told, 
however, whether the boy went to the silversmith in the 
capacity of lodger only, or, like Hogarth at Mr. Gamble's, 
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to learn the mysteries of the art of chasing on metals. 
Some colour is given to the latter supposition by the 
established fact that Gainsborough at some time of his 
career acquired a knowledge of etching, as shown by 
certain impressions from his plates still in the possession 
of a descendant of his sister, the Rev. E. Gardiner. 
Some others are mentioned by Fulcher, who states that 
they were chiefly on pewter, or in the soft ground method 
on copper, a method which reproduces the touch of the 
crayon with great accuracy. 

We next hear of the boy as the assistant of Hubert 
Gravelot, the French designer, book illustrator and 
engraver, at that time practising in England. Fulcher 
supposes that the unnamed silversmith introduced him 
to Gravelot, though, as we shall see, there were other 
opportunities for the boy to meet that artist. Gravelot's 
career in England has been recorded for the first time 
(for English readers at least) by Sir Walter Armstrong 
in a most interesting passage drawn from authoritative 
records of Hubert by his own brother, and the researches 
of such authorities as the brothers Goncourt. From this 
we learn that Charles Grignon was Gravelot's pupil ; also 
that Gravelot combined with his other work the teaching 
or overlooking of the students at one of the artists' clubs 
or drawing schools, which were the only organised schools 
of art in London before the establishment of the Royal 
Academy. Fulcher says that Gravelot himself introduced 
the boy to the school in St Martin's Lane. In any case, 
it seems certain that Gainsborough was two years under 
Gravelot, and that he was also admitted to the school. 

We have little more than supposition to aid us in 
determining the nature of Gainsborough's occupation 
with Gravelot or of his relations with that artist. 
Another of the obituary writers who noticed the painter's 
death in the European Magazine in 1788 states that 
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" under Gravelot's instructions he drew most of the 
ornaments which decorate the illustrious heads so admir- 
ably engraved by Houbraken," These heads were drawn 
in England and sent over to Holland to be transferred 
to the copper by Houbraken, and we learn from the 
same source that it was the custom of the ingenious 
publisher, Mr. Knapton, to set boys to copy these heads 
from unknown portraits, and upon the return of the plate 
from Houbraken to dignify them with the most illustrious 
names. It is quite probable, therefore, that young Gains- 
borough may have been one of the boys so employed. 

It has been suggested that Gravelot's influence upon 
Gainsborough appears very plainly in some of the 
studies in crayon left behind by the painter, which are 
held greatly to resemble drawings in the same medium 
by the Frenchman. The present writer confesses that 
he finds little similarity in such drawings by the two 
artists as are available for comparison at the Print Room 
of the British Museum. Two chalk drawings of male 
figures by Hubert Gravelot to be seen there are much 
less free in handling than a typical chalk study by 
Gainsborough, and display more work with the finger 
and stump. The single lady, too, by Gravelot is even 
more tight in handling. Compared with the study for 
the portrait of Lady Clarges, or with that of the women 
seated at the table which we reproduce, or indeed with 
any of the Gainsborough drawings in the National 
Collection, they have little in common except the 
material in which they are executed. 

It may be, however, that other drawings of Gravelot 
bear a more convincing resemblance to Gainsborough's 
work, but even then appears this difficulty, that nearly 
all Gainsborough's existing drawings were made at a 
date twenty years after his acquaintance with the French- 
man. Sir Walter Armstrong suggests with plausibility 
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that the resemblance he discovers is one of those 
interesting cases of " throwing back " by an artist to the 
experience gathered at an impressionable age — a parallel 
case, in fact» to that of Reynolds, who at one or two rare 
intervals during his later career betrayed in his work 
some of the crudities of his first master, Hudson. This 
seems the more plausible theory. Another is that 
Gainsborough and his old master may have had some 
unrecorded intercourse in later years, when the elder man 
exerted some influence upon the younger, which appears 
in the similarity of their methods with the crayon. 

According to Fulcher, Gravelot about this time was 
engaged upon the illustration of Sir Thomas Hanmer's 
edition of Shakespeare, which was published in 1744, and 
was associated with Francis Hayman in that work. 
Here, no doubt, was the beginning of that connection 
which ended in young Gainsborough's leaving Gravelot 
in 1743 and going into Hayman's studio as pupil or 
assistant. 

Francis Hayman, who at this time was thirty-five 
years of age, is little remembered as a painter to-day. 
He had a certain vogue in his own, however, and was 
one of the most notable of the young men who followed 
the traditions of the school of Hogarth. His first master 
was Brown, the pupil of Thomhill, who saved that 
painter's life by flinging a loaded brush at the painting 
upon which he was engaged in the dome of St Paul's, 
and, in so arresting his attention, prevented him from 
walking backward over the edge of the scaffolding. 
Hayman began life as a scene painter at Drury Lane; 
later he became a book illustrator, in which capacity he 
produced some passable designs for Don Quixote and 
other works. He painted occasional portraits, and 
specimens of this branch of his art may be seen in the 
National Portrait Gallery, where are presentations of 
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himself and of Sir Robert Walpole. There is a pic- 
ture of his in the grand style at the Foundling Hospital, 
very reminiscent of Hogarth's work, " Moses brought to 
Pharaoh's Daughter /' in the same manner. Occasionally 
he painted incidents of the life of his day in a clean and 
unpretending style, as in the famous ** Cricket Players," 
now in the pavilion at Lord's. About the time Gains- 
borough joined him Hayman was very busy at Vauxhall 
Gardens, where he was decorating Jonathan Tyers's 
supper boxes with panels in the style of Hogarth's 
scenes of English life. Hogarth, indeed, to oblige his 
friend Tyers, lent his ** Four Times of the Day " for the 
purpose of being copied by Hayman. Hayman's own 
productions were incidents of well-known comedies, 
scenes from popular ballads, or designs presenting the 
pastimes of that day — *^ The Play of Cricket," " The Play 
of Leapfrog," "The Maypole," and what not. Many 
of these rather clumsy designs may be recognised in 
the rough mezzotints of such subjects published by 
the Bowles family in their long series of "humorous 
mezzotintos." 

It is claimed for Francis Hayman, that, with all his 
limitations as a creative artist, he was at least a thor- 
oughly sound painter, and consequently young Gains- 
borough could have gone to no better master in order to 
learn the technical part of his art. It was with Hayman, 
doubtless, that the boy acquired that sound method of 
painting which, so far as the mere manipulation of 
material is concerned, has left him without a rival among 
modem artists. 

Apart altogether from Gravelot, Gainsborough would 
have a point of contact with Hayman in the drawing 
school in St. Martin's Lane. This was one of the 
associations of artists which preceded the foundation 
of the Royal Academy, and may in some sort be con- 
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sidered the parents of that august body. As early as 
171 1 a sort of incipient academy was formed by a band 
of artists, with Kneller at their head; ten years later 
another set of men surrounded Thornhill at his house 
in the Piazza in Covent Garden, to draw from the life. A 
little later still, George Michael Moser, the chaser and 
enamellist, presided over a similar institution held at the 
house of a Mr. Peter Hyde, in Greyhound Court. This 
society included most of the artists practising in London 
in those days, and in 1739 removed to St. Peter's Court, 
at the back of St. Martin's Lane. Hayman was living 
at this time in that street, in the same house that 
Reynolds afterwards occupied for a couple of years 
upon setting up in London in 1 7 5 3. At the back of 
the house was a detached room, where Roubilliac 
modelled many of the pieces of sculpture by which he 
is known. In this room the artists were accustomed to 
meet of an evening to draw from the life and from the 
cast A collection of these casts, formerly in the posses- 
sion of Sir James Thornhill, was presented to the society 
by his son-in-law Hogarth, who, however, held the institu- 
tion in little favour, as calculated to turn out artists 
at too cheap a rate. This society eventually grew into 
the Incorporated Society of Artists, which again after 
some convulsions produced the Royal Academy, in 
whose schools, as a proof of their pedigree, Mr. Hogarth's 
identical casts may be seen to this day. Hayman was a 
very active member of the Incorporated Society in the 
days which preceded the formation of the Academy, and 
was recognised by his fellow professionals as an ener- 
getic and forcible personality in the many stormy confer- 
ences of those times. 

We may take note of these qualities in Hayman's 
character, not as of any intrinsic importance in them- 
selves, but because it is almost certain that the youthful 
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Gainsborough, in his first taste of life, drank at the same 
cup with Francis Hayman. Francis was a roaring 
hearty blade, fond of his pipe and glass, always ready to 
beat the town, or the watch for that matter, and a very 
perfect guide to the pleasures of the town which were 
painted so convincingly by Mr. Hogarth. No one knew 
the humours of Covent Garden better than Francis. 

He was with Hogarth at a low house in that quarter 
when that painter drew his attention to the incident 
of one young woman squirting wine into the face of the 
other — an incident which amused the great man hugely, 
and was afterwards depicted very convincingly in one 
of the best known of his works. We get frequent 
glimpses of Francis and his social accomplishments in 
the raffish memoirs of those times. He was the in- 
separable companion of James Quin, the actor, and the 
pair shared very regularly some of the surprising amuse- 
ments of the town which so many notable men found 
attractive in those days. We read, for example, how he 
lay drunk with Mr. Quin in the gutter, and begged that 
gentleman not to get up because the watch would 
presently take them both up. Hayman was an ardent 
votary of the prize-ring too, an institution at this 
moment coming into great favour under the distin- 
guished auspices of the Duke of Cumberland, and with 
the eminent Jack Broughton as its pillar and chief 
ornament. Angelo tells a story of Francis in his painting- 
room, of the bluff Granby entering and insisting on a 
set-to with the painter with the gloves, or mufflers as 
they were called — ^instruments but lately invented by the 
ingenious Broughton, which made the practice of the 
manly art of self-defence possible for such distinguished 
amateurs. Hayman pleaded gout. " I have gout," said 
the Marquess ; '^ we are about the same age, and a fair 
match." The house began to shake as in a hurricane, 
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and the affrighted Mrs. Hayman rushed up to the studio 
to find Francis and the Marquess punching each other's 
heads like a pair of draymen. 

With this hearty spirit as mentor young Gains- 
borough spent two years, and without any details of his 
life during that time we may supply particulars just as 
our imagination or our knowledge of the period dictates. 
London in 1743 was a pleasant place. England was 
then nearing the end of that long period of rest which had 
been provided for it after the strife of the Stuarts by the 
sagacious Walpole — a period during which Englishmen 
had been left to conduct their own affairs in their own 
way, and had learned to labour daily and to lay the 
foundations of the great commercial community that 
England later became. Londoners, above all, learned 
to enjoy themselves. We may see almost all the 
diversions of London in their origin in those early years, 
and others which have happily gone out of fashion. You 
may trace most of the present variety performances of the 
music halls to the entertainments which were provided 
for generations of citizens at one or other of the great 
fairs — Bartholomew's in Smithfield, or Southwark Fair, or 
the gatherings which gave its name to that prim locality 
we now know as Mayfair. The modem pantomime 
originated in the same surroundings. For the heartier 
sort, of which Francis Hayman was a member, there 
were the now extinct delights of the bull-baiting at 
Hockley in the Hole, of the main of cocks at Gray's Inn 
Lane or Westminster, or the knock-out between Slack 
and Broughton at the amphitheatre in the Haymarket. 
Hayman certainly watched the beginnings of the great 
modern game of cricket when he painted the group we 
have mentioned at their play at White Conduit Fields, 
where met the primitive society which included Mr. 
Thomas Lord, the founder of the Marylebone Club, among 
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its members. Modem popular oratorio, and the love of 
Londoners for good music, had their origin in the 
same times. The London of George the Second and 
of George the Third was, above all, a town of musical 
harmony. The groves of Vauxhall Gardens, of Maryle- 
bone, and of a score of less pretentious places of amuse- 
ment where the sober citizens of those days took their 
solace after the day's work, resounded with the best 
of music played and sung by the best of performers. In 
one or the other you might meet the great Mr. Handel 
listening to the first performance of one of his cantatas ; 
later, Arne would himself lead the fiddlers, while some 
tuneful lady trilled " Where the Bee Sucks," or " Blow, 
blow, thou Winter Wind." The whole town, indeed, for 
three generations was mellifluous with the warblings 
of such voices as Miss Falkner, or Lowe the tenor, or 
Nan Catley, or Mrs. Weichsel. We take particular note 
of this musical quality of the entertainments of the 
London in which young Gainsborough found himself^ 
because later he developed a very strong taste for music, 
which became a great solace for his middle and later 
years. We have no doubt whatever that the taste was 
first acquired in the company of Francis Hayman at one 
or other of the al fresco concerts of those years — notably 
perhaps at Vauxhall, where Frank would do the honours. 
We have little doubt either that the boy shared with 
Hayman other less innocent diversions of the town. 

If all this speculation upon little known fact seem 
irrelevant, let it be remembered that Gainsborough's 
true personality and character present some contradic- 
tions which it is not easy to explain. He painted 
women with a delicacy seldom equalled in the history 
of art, and never surpassed : in anything we know that 
came from his pencil there is no hint of coarseness. 
He was eminently a painter of refinement, who threw 
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the glamour of beauty and romance over even the 
homely figures of the peasants he placed in his landscape. 
On the other hand, there are few among his known 
letters which are not disfigured by expressions which 
would rank as indecent even in the times in which he 
lived. His habit of cursing, which appears on almost 
every page that he wrote, was hardly acquired in the 
company of his Nonconformist parents and the society 
of his sisters before his fifteenth year. We attribute, 
then, the refinement which appeared in his work to the 
early influences of his boyhood, and the coarseness and 
gift of tongues and other less reputable accomplishments, 
to which he alludes in one of his letters, to his association 
with Francis Hayman. 

This is of course a speculation on our part, as it has 
been on that of others. Cunningham, for a wonder, is 
neutral in the matter. Fulcher is not on the side of 
the angels. "Whatever knowledge was questionable 
in his after-conduct," says he, *' must in a great measure 
be attributable to his early removal firom home influence 
and to Hayman's example. Whatever knowledge he 
acquired in his art beyond its elements, was gained from 
other instructors than Hayman, and elsewhere than 
at the academy in St Martin's Lane." Sir Walter 
Armstrong is of the same opinion as to the moral effects 
of his contact with Hayman. Mrs. Bell, however, with 
the charity which one expects from a lady, differs from 
all his male biographers. " No one," says this lady, " who 
looks at the portrait of himself, supposed to have been 
painted not long after his return home, which was exhibited 
at the Grosvenor Gallery in 1885, could read in the 
bright innocent features and the honest eyes any of 
those signs which the indulgence in vice too surely 
leaves." 

Of young Gainsborough's occupation in London next 
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to nothing is known. Fulcher says, with very little 
authority, that, young as he was, *' he could not fail to 
see the incompetency of the artists by whom he was 
surrounded. Three years spent among the works of the 
painters in St. Martin's Lane were not, however, without 
their influence upon his own productions, and it is not 
to be wondered at that " his early portraits have little to 
recommend them." This is but the echo of an obituary 
notice in the European Magazine of 1788, the writer of 
which indeed makes use of the very words. We have 
little means of judging Gainsborough's ability at this 
moment, though perhaps the scribe of 1788 was better 
situated. But the boy of sixteen or seventeen had 
certainly done nothing as yet to justify the assumption 
of airs of superiority to Hayman and the other artists of 
that day, as Mr. Fulcher suggests. There are in the 
National Gallery of Ireland two pencil drawings by the 
painter, signed "Tho. Gainsborough fecit, 1743—44," 
which Sir Walter Armstrong accepts as his work without 
any doubt whatever, and which suggest his progress as 
an artist at this period. These present the three-quarter 
length figures of a pitizen and his wife, both of a very 
solid aspect, the man stiffly posed, and the drawing 
careful and laborious in handling. They are, nevertheless, 
manifestly by an able if youthful hand, and suggest very 
successfully the character of the sitters — honest burgesses 
who lived over their shops all the week, and took their 
modest pleasure at Bagnigge Wells or Islington Spa 
on Sundays. They may quite possibly represent Gains- 
borough's landlord and his lady, and they are a valuable 
index of the extent of Gainsborough's equipment as a 
portrait painter at the end of his stay in London. 

It was with this equipment that the boy, after some 
three years of study with Gravelot, Hayman, and the 
drawing schools, determined to tempt fortune as a painter 
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of portraits. " He hired rooms in Hatton Garden/' says 
FnkhcTy ** where he commenced painting landscapes and 
portraits of a small size. The former he sold to picture 
dealers on their own terms." 

Smith records a conversation between Nollekens and 
Panton Betew, an old silversmith and picture dealer 
which has an interest as one of the few recorded 
anecdotes bearing upon Gainsborough's practice at this 
time: — 

" Well, and there was your great Mr. Gainsborough. 
I have had many and many a drawing of his in my shop 
window before he went to Bath, and he has often been 
glad to receive seven or eight shillings for what I have 
sold. Paul Sandby knows it well." 

For portraits, his price was from three to five 
guineas. This was the recognised market price for the 
works of beginners at this time, and was the fee named 
by young Reynolds at Plymouth to his sitters. But few 
sitters, we are afraid, found their way to those hired rooms 
in Hatton Garden. We read of the young painter taking 
to modelling as a means of filling up the time on his 
liands, and of his attaining a certain excellence in the 
figures of cows, dogs, and horses. " A cast in the plaster 
shops of an old horse that he modelled had peculiar 
merit/' said the European Magazine^ and work of this 
kind was probably the chief product of those unemployed 
days in Hatton Garden. However this may have been, 
young Gainsborough had seen enough of life in London 
to convince him there was at present no great income 
awaiting him there as a portrait painter, and in 1745, at 
the age of eighteen, he turned his back on the town and 
again sought his native Suffolk. 



CHAPTER II 
SUFFOLK— 1745-1759 

UPON his return to Sudbury, it is certain that young 
Gainsborough turned to his first love — the study 
of nature and the painting of landscape. His experience 
in London as a portrait painter had not been so profit- 
able as to make his return to the fields and woods of 
Suffolk any great sacrifice, and the patronage which had 
failed him in Hatton Garden was unlikely to be forth- 
coming among the yeomen of Sudbury. We have it 
from Fulcher that ''he now began to study landscape 
where only faultless painting can be found, in the fields 
and woods. The Suffolk ploughmen oflen saw him in 
the early morning, sketch-book in hand, brushing with 
hasty steps the dew away, and lingering in the golden 
light of evening, taking lessons from the sunset clouds 
in changeful beauty," as Mr. Fulcher poetically observes. 
More convincing evidence perhaps of the boy's occupa- 
tion is the work he left which is known to be of this 
period. 

The earliest of his known pictures is the canvas in 
the possession of Mr. J. D. Cobbold, which is certainly 
a landscape, but has little of nature in it; and if 
Gainsborough's early sketches were all we have been 
told, it shows a grievous relapse in his progress as a 
landscape painter since those early productions which 
inspired Thicknesse and some others widi such enthusiasm. 

8S 
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Here, in fact, is the impossible Dutch landscape which 
one sees on tables and Dutch clock faces — more soundly 
painted, of course, but in essence the same. There is an 
impossible rock on the right of the spectator, which must 
have fallen down of its own ill construction without the 
weight of the impossible village on top of it Impossible 
lakes or rivers, it is not certain which, occupy the fore- 
ground and middle distance, bounded by impossible 
mountains and impossible plains. Even the architecture 
is impossible. There are square cottages joined to round 
ruined towers by impossible junctures, all indeed in the 
formula of the impossible Dutch pictures of the hand- 
screen order. The only natural objects appear in the 
cows, sheep, and figures with which the piece is dotted, 
and in the trees, which, if conventional in idea and 
mannered in execution, have indeed some semblance of 
life. 

The picture is obviously the work of a young artist 
whose ideas had been influenced by some very mediocre 
Dutchman, and must have been painted by Gainsborough 
soon after his return to Suffolk from London. Sir 
Walter Armstrong suggests that Wilson's influence may 
have been at work and borne fruit in this canvas. That 
painter would certainly have met Gainsborough in 
London, either at the school or with Hayman, whose 
close acquaintance he was. Gainsborough doubtless had 
opportunities of seeing Wilson's work in London : early 
works of each, indeed, hang side by side to-day at the 
Foundling Hospital. The difficulty is to believe that 
Wilson ever painted anything so abjectly naive as the 
composition which served as a model for Mr. Cobbold's 
picture. 

This picture, however, is so apart from everything 
else which is known to have come from the artist's 
pencO, that we may leave it in a category of its own, and 

3 
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turn to what is known of the details of the young 
painter's life upon his return to SufTolk. 

Gainsborough at the early age of nineteen met with 
the great good fortune of a happy marriage. The young 
girl he made his wife was surrounded by all the romantic 
interest which attaches to great beauty and mysterious 
birth ; she brought, too, the very solid advantage to a 
young and struggling painter of an annuity of two 
hundred a year. We are introduced to this lady in 
characteristic fashion by Allan Cunningham. 

" It happened in one of his pictorial excursions among 
the woods of Suffolk that he sat down to make a sketch 
of some fine trees, with sheep reposing below and wood 
doves roosting above, when a young woman entered un- 
expectedly upon the scene, and was at once admitted into 
the landscape and the feelings of the artist. The name 
of this young lady was Margaret Burr; she was of 
Scottish extraction and in her sixteenth year, and to the 
charms of good sense and good looks was added a clear 
annuity of two hundred pounds. These are matters 
which no writer of romance could overlook, and were 
accordingly felt by a young and ardent and susceptible 
man. Nor must I omit to add that country rumour 
conferred other attractions. She was said to be the 
natural daughter of one of our exiled princes, nor was 
she, when a wife and a mother, desirous of having this 
circumstance forgotten. On one occasion of household 
festivity, when her husband was high in fame, she vindi- 
cated some little ostentation in her dress by whispering 
to her niece, * For you know, my love, I am a prince's 
daughter.' " 

With this somewhat high-strung passage we may 
collate Mr. Fulcher's more sober account of Mrs. 
Gainsborough. 

" The young lady's name was Margaret Burr ; her 
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brother, as we have observed, was a commercial traveller 
in the establishment of Gainsborough's father, and this 
as a matter of course led to an acquaintance with the 
family. The memory of Miss Burr's extraordinary 
beauty is still preserved in Sudbury, and that a beautiful 
girl should wish to have her portrait painted by her' 
brother's young friend naturally followed as cause and 
effect The sittings were numerous and protracted, but 
the likeness was at last finished." 

AH the existing portraits of Gainsborough suggest as 
well favoured a gallant as could be wished. ^* He was 
handsome, of a fair complexion, regular features, tall, 
well proportioned. His forehead, though not high, was 
broad and strongly marked, his nose Roman, his mouth 
and eye denoting humour and refinement; the general 
expression of his face thoughtful, though not altogether 
pleasant The most casual observer must have seen that 
much lay there; one gifted with greater insight would 
have said also that something was wanting, though few 
would have affirmed what." 

Such is Mr. Fulcher's portrait of Gainsborough, a 
portrait drawn from the painter's own representations of 
himself, for it is certain that the tradition of his personal 
appearance had expired before Fulcher's day. There is 
no doubt that young Gainsborough was an attractive 
and personable youth, and he may have brought back 
graces from the great outside world of London which 
did not diminish his attractions for the country maid. 
But Fulcher goes beyond his brief when he hints, without 
any authority that we can discover, that the lady began 
the courting. "The young lady," says he, "expressed 
her warm admiration of the painter's skill, and in doing 
so gave him the gentlest possible hint that perhaps in 
time he might become the possessor of the original." 

To complete the record of this interesting young 
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woman we may quote Governor Thicknesse's description, 
observing also that she was never fortunate enough to 
gain that gentleman's approbation. According to the 
Governor, Mrs. Gainsborough was " a pretty Scots girl of 
low birth, who by the luck of the day had an annuity 
settled upon her of two hundred pounds. No reflection 
is meant here on Mrs. Gainsborough's virtue," he explains 
in a note. 

That same annuity and its source were the cause 
of many surmises as to Mrs. Gainsborough's origin. 
Gainsborough's own daughters told an informant of 
Fulcher that they did not know anything about it, but 
that the money was regularly transmitted through a 
London bank, which, after all, was the important point. 
The good lady apparently thought herself of royal origin. 
On the other hand, a local gentleman, '^the late Mr. 
Thomas Green, of Ipswich," has the following entry in 
his " Diary of a Lover of Literature," under date of April 
22nd, 1 81 8: "Much chat with Mrs. Dupuis respecting 
Gainsborough, who lived here on the site which Mr. 
Tunne/s house now occupies. Very lively, gay and 
dissipated. His wife, Margaret, natural daughter of the 
Duke of Bedford. Rapid in painting, his creations 
sudden." 

In support of Mr. Green's confident assertion, those 
who remember the exhibition of Gainsborough's work in 
the Grosvenor Gallery in 1885 declare that there was a 
recognisable likeness between the portraits of the lady 
and of John seventh Duke of Bedford, which were there 
placed side by side. If that nobleman were indeed her 
father, there is some little difficulty about dates which 
would point to a certain precocity on the part of the 
Duke. The lady is represented as of seventeen years of 
age at her marriage, in 1745. She must thus have been 
bom in 1728 at the latest, and in that year his Grace 
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was eighteen. The matter is but slightly improved by 
shifting the paternity upon his eldest brother Wriothesley, 
who would have been twenty-one on the appearance of 
Miss Burr in the world. It is true that one of 
Gainsborough's letters written much later to this Duke 
sug^[ests a degree of familiarity between himself and his 
patron not common in those days between men so 
divided in rank. But the matter is and must remain 
obscure, and perhaps the good lady's claim to royal 
origin is quite as plausible. One thing is certain : the 
annuity of two hundred a year, a comfortable sum to a 
man in Gainsborough's position, was regularly paid. 

The young couple returned at first to the parental 
home. Fulcher tells us that when they were expected 
from their honeymoon an old servant of John Gains- 
borough's was sent to meet them, and that the father-in- 
law was much struck with the beauty of the bride. He 
announced to all and sundry as his opinion that " Master 
Tommy's wife was handsomer than Madame Kidington," 
then the belle of the Sudbury neighbourhood. The 
young couple, however, were not long in setting up an 
establishment of their own, however modest. This was 
at first in Friar Street, Sudbury, where they could have 
remained but a short time, for six months after their 
marriage they took a house in Brook Street, Ipswich, the 
rent of which, six pounds a year according to Fulcher, 
suggests a menage upon a reasonably economical scale. 

This move to Ipswich provided Gainsborough with a 
new country for the study of landscape. He was now 
to come under the spell of that land between Stour and 
Orwell which so fascinated Constable a generation later, 
and, through the medium of that painter's artistic per- 
sonality, was destined to lead to tiie transformation of 
all standards and conceptions of landscape art Ipswich 
is some twenty-two miles east of Sudbury, but the 
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contrast between the peninsula between the two rivers 
and the upper valley of the Stour is not to be measured 
by the few miles of the map. The estuary of the Orwell 
itself is still one of the most beautiful pieces of tidal 
water in England, and the opalescent colour of its 
atmospheric effects, the red sails of its barges, and the 
beauty of its shores, to-day make a picture which has 
certainly not improved since Gainsborough's time. 
Ipswich has grown into a large city of nearly seventy 
thousand inhabitants, with the squalor and destruction of 
natural beauty in its surroundings which, by a really 
unnecessary fate, accompany all growths of population in 
this country. But we may still be thankful that so 
much of the country of Gainsborough and of Constable 
is yet unspoiled, and that that country to-day remains 
in many essentials the same country that young Gains- 
borough set himself to paint upon settling down at 
Ipswich after his marriage. 

Gainsborough, secured against want by his wife's 
modest fortune, now contemplated the relatively hum- 
drum career of the local artist His love of natural 
beauty drew him to the open-air branch of his profession, 
though his short experience as a portrait painter in 
London had no doubt given him enough confidence to 
undertake such commissions in portraiture as Ipswich 
was likely to afford. Ipswich was the county town, and, 
as such, a more promising field for a painter seeking 
patrons than the obscure Sudbury. The painter prob- 
ably looked for employment in painting those quaint 
elevations of country houses which were in such request 
by the squires of that day, judging by the numbers 
which have survived, and were so typical of the work of 
the local artists who preceded him. These he might 
reasonably hope to improve upon with his love and 
knowledge of nature. It is certain that at present he 
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had no very exalted ideas of his own abilities, and 
probable that the painting of the squires' hounds and 
horses would not have been despised. 

Fulcher tells a story of this period which may or may 
not have a basis of truth. 

"One wealthy squire in the vicinity having heard 
that Gainsborough, the painter, was at Ipswich, sent one 
of his servants with a message that he desired to speak 
with him. Gainsborough attended the summons in the 
squire's parlour. The latter then led the way through a 
window leading to the lawn, requesting the painter to 
follow him, who not unreasonably thought that his 
patron wished to point out some view he wished to have 
taken as a subject for a picture. He listened to what 
seemed a rambling calculation as to the dimensions of the 
doors and windows, the number of palings and the 
house, the broken panes in the garrets and hothouses, till 
the squire, turning to Gainsborough, requested his esti- 
mate for repairing the whole. He had indeed taken the 
young artist for a painter-glazier. A look of scorn at 
the squire concluded the scene, and, turning on his heel, 
Gainsborough left him to discover his error." 

Fulcher declares, though it must be mere surmise, 
that commissions at this time were so few that 
" Gainsborough had ample opportunity to gratify his love 
of nature.** He made that opportunity, we may be sure ; 
but whether he found his account in the process no one 
at present can tell, except, as Sir Walter Armstrong 
points out, as the result of identifying his earlier work, 
^ occupation not without interest for leisured amateurs. 
Fulcher goes on to remark that he " carried his palette 

• 

into the open air," which is again most probable and 
nothing in the shape of a revelation. More interesting 
^^ the particulars he gives us of Gainsborough's studies 
in water colour at this period. 
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'' Mr. Edgar, of the Red House, Ipswich, is in posses- 
sion of several admirable water-colour drawings executed 
by Gainsborough at this period, and given by him to one 
of his ancestors. It may be mentioned, as tending to 
show how carefully the painter prepared his studies, 
notwithstanding their apparent lack of elaboration, that 
the object of two of these drawings is simply to illustrate 
the effect of sunbeams piercing through the clouds in 
opposite directions." Gainsborough, in fact, was resuming 
the practice of his boyhood of recording such natural 
facts as struck him. 

It was at this period that that quaint figure of Philip 
Thicknesse comes into the history of the life of the 
painter. Thicknesse himself conceived a rather grand 
idea of his own influence upon the fortunes of the painter, 
which may or may not be exaggerated ; but there is little 
doubt that the acquaintance of the pair had a quickening 
effect upon the early career of young Gainsborough, and 
Thicknesse's personality is so quaint and picturesque that 
the connection claims particular notice, at this period of 
our inquiry at least. 

The manner of the introduction, which came about 
through the means of our old friend Tom Feartree, is best 
told in Thicknesse's own words : — 

** Soon after his remove to Ipswich I was appointed 
Lieutenant-Governor to Landguard Fort, not far dis- 
tant, and, while I was walking with the then printer 
and editor of the Ipswich Journal in a very pretty town 
garden of his, I perceived a melancholy-faced countryman 
with his arms locked together leaning over the garden 
wall. I pointed him out to the printer, who was a very 
ingenious man, and he with great gravity of face said the 
man had been there all day, that he pitied him, believing 
he was either mad or miserable. I then stepped forward 
with an intention to speak to the madman, and did not 
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perceive, until I was close up, that it was a wooden man 
painted upon a shaped board. Mr. Crdghton — I think 
that was the printer^s name — told me I had not been the 
only person this inimitable deception had imposed upon, 
for that many of his acquaintance had been led even to 
speak to it before they had perceived it to be a piece of 
art; and, upon finding the artist himself lived in that 
town, I immediately procured his address, visited Mr. 
Gainsborough, and told him I came to chide him for 
having imposed a shadow instead of a substance upon 
me. Mr. Gainsborough received me in his painting- 
room, in which stood several portraits truly drawn, 
perfectly like, but stiffly painted and worse coloured, 
among which was the late Admiral Vernon's, for it was 
not many years after he had taken Porto Bello with six 
ships only. But when I turned my eyes to his little land- 
scapes and drawings I was charmed. These were the 
works of fancy, and gave him infinite delight. Madam 
Nature, not man, was then his only study, and he 
seemed intimately acquainted with that beautiful old lady." 
Thicknesse, from this time onward, took Gainsborough 
under his wing, and rather complacently claimed credit 
for the discovery of his genius. In so doing he has out- 
raged the feelings of some of Gainsborough's biographers, 
but with little reason. Such work as has been identified 
as Gainsborough's during his first years at Ipswich, though 
full of promise, was certainly not sufficiently striking to 
proclaim him the genius into which he later developed. 
That Thicknesse recognised the promise, and by his advice 
and support later induced Gainsborough to remove to a 
sphere in which his increasing powers might find room for 
full play, seems entirely to his credit. That in the course 
of his acquaintance with Gainsborough he should display 
some of those interesting eccentricities which all his friends 
encountered at one time or other, was inevitable. But 
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there is nothing dishonourable recorded in his dealings 
either with Gainsborough or any one else, and the painter 
on the whole reaped nothing but benefit from the 
acquaintance, though he certainly shared to the full that 
experience of Thicknesse's peculiarities which was the lot 
of all who came in contact with him. 

Thicknesse describes himself as a very innocent and 
unoffending man except to rogues and rascals. He 
appears in the annals of his time as a harmless, if tiresome, 
original, who managed in one way or another to impress 
his individuality very strongly upon his contemporaries, 
and there is consequently little difficulty in getting at the 
worst that is^known of him. This would appear to have 
been a rather quarrelsome temper, and a fondness for 
interference in other people's affairs by giving advice 
which was not wanted. He was the seventh son of John 
Thicknesse, of Farthinghoe, Northampton, who was de- 
scended from a reputable family in Staffordshire. Philip 
was bom in 17 19, and was consequently a relat- 
ively young man of thirty and upwards when he met 
Gainsborough, whose senior he was by some seven or 
eight years. He had, however, by that time crowded 
much experience into his years. He had begun as 
apothecary, but had flung up that profession, and in 
1735 had gone to Georgia with Oglethorpe at the age of 
sixteen. Two years later he was back in England, in 
the employ of the trustees of that colony. This employ- 
ment he soon lost by some plain speaking as to what 
he thought of Oglethorpe's administration, which no 
doubt appeared to his employers superfluous in a boy 
of eighteen or nineteen. Later he fought against the 
rebel negroes in Jamaica, but returned to England in 
1740 after a disagreement with his brother officers. We 
read of him later in the Marines, and he was apparently 
in the Mediterranean in 1745 in that service. In Feb- 
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ruary of 1753 he bought the Governorship of Land- 
guard Forty which stood on the coast of Suffolk near Felix- 
stowe, and, according to Thicknesse's latest biographer, 
Mr. C. W. Sutton, he did not meet Gainsborough until 
the following year, 1754. 

In Suffolk, as elsewhere, Thicknesse seems to have 
come into collision with most of his acquaintance. He 
had some difference with the colonel of the local 
Militia, Francis Vernon, afterwards Lord Orwell and 
Earl of Shipbroke, to whom he derisively sent a piece of 
artillery carefully executed in wood. The action was 
very typical of his conduct throughout his life, but it cost 
him three months' imprisonment and a fine of three hun- 
dred pounds. Thicknesse had three wives altogether, the 
second of whom, Elizabeth Touchet, he married in 1749. 
This lady, as the eldest daughter of the Earl of Castle- 
haven, brought the barony of Audley to her eldest son. 
Another touch showing Thicknesse's eccentricity is an 
allusion to this son in the title of his own '' Memoirs and 
Anecdotes of Philip Thicknesse, late Lieutenant-Governor 
of Landguard Fort, and unfortunately father to George 
Touchet, Baron Audley." His will contained a clause 
directing his right hand to be cut off and sent to Lord 
Audley, " to remind him of his duty to God after having 
so long abandoned the duty he owed to his father." 

Philip was at issue with the Court of Chancery and 
the House of Lords over a sum of twelve thousand pounds 
he expected to receive from the relatives of his first wife. 
He wrote furious letters signed "Junius," in which he 
assailed the decision of those august tribunals in the 
Opposition newspapers ; had a long controversy with Dr. 
Adair ; earned the distinction of being gibbeted by Gillray 
as " Lieutenant-Governor Gallstone " ; and was generally 
the stormy petrel of his times. But few took him quite 
seriously ; some, indeed, found a good word to say for 
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this strenuous character. '^Thicknesse was a man of 
probity and honour," says Mr. Nichols, of the Literary 
Anecdotes^ '* whose heart and purse were always open to 
the unfortunate." He was, indeed, as appears very 
plainly from his own account, more of an enemy to 
himself than to any one else. 

Mr. Fulcher, however, would have none of the 
Governor. It is not quite easy to determine his precise 
offence. There was, it is true, a silly quarrel between 
Thicknesse and Gainsborough in later years, which we 
shall notice in its proper place, but the main grievance 
seems to have been that Thicknesse claimed to have 
recognised the painter's early abilities, and to have had 
the temerity to attempt his biography. In any case, in 
dealing with Thicknesse, Fulcher drops the placid, not to 
say stagnant, style of his narrative, and rises to an un- 
wonted vigour of invective. We have stated what we 
believe to be the known facts of Thicknesse's career and 
the salient points of his character ; it is but fair to present 
these as they appear to Mr. Fulcher. And we enter at 
length into such details, because, whatever the merits 
may be, one way or another, Thicknesse undoubtedly 
exercised an important influence upon the painter at 
more than one point in his career. 

Here, accordingly, is Mr. Fulcher's character of the 
unfortunate Governor : — 

" Handsome and insolent, a soldier and a bully, the 
father of a peer and the scandaliser of the nobility, he 
abused every privilege and neglected no opportunity of 
self-injury. He had, in a remarkable degree, the faculty 
of lessening the number of his friends and increasing the 
number of his enemies. He was perpetually imagining 
insult, and would sniff out injury from afar. Explana- 
tion, concession, apology, everything that would satisfy a 
gentleman, would not satisfy Philip Thicknesse. Con- 
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tention was essential to his existence. Presented with a 
commission in early life, almost the first use he made of 
it was to fight a duel. He obtained promotion and 
libelled his superior officer. Imprisonment could not 
teach him wisdom, for at ,the expiration of the term of 
his confinement his liberty again served as a cloak for 
maliciousness. After having lost friends, health, and 
fortune, he could think of no better method of revenging 
himself on mankind than by publishing his biography, 
wherein his spites, his bickerings, his disappointments, 
the ill-natured things he did, the mistakes he made, the 
worth he insulted, are recorded with a minuteness which 
his most malignant enemy might have envied. How he 
cured Lord Thurlow of bile and quarrelled with him 
about payment ; how he was entrusted with the care of 
two young ladies in France, and how he confined them 
in a convent because their dog made a meal of Mrs. 
Thicknesse's parroquet; how he befriended an eminent 
actor in early life, and how ungrateful it was of him not 
to subscribe for a copy of the Memoirs; how he was 
entrusted with some private letters of Lady Mary 
Wortley Montagu, and how Lord Erskine wheedled out 
of him the secret of their address ; how he got himself 
into the Queen's Bench Prison, and how his release was 
hailed by the Scotsmen who attempted to assassinate 
Wilkes, and by the veritable Cock Lane Ghost, — all 
these are told with a solemn gravity, expectant not 
merely of attention, but of sympathy, approval, and 
applause. With more than the weakness of Johnson's 
biographer, he had none of his reverence and devotion. 
Scarcely a Boswell in intellect, he was a Steevens in 
heart." 

Well, well, the first thing this abandoned ruffian did 
at Ipswich was to give young Gainsborough a com- 
mission, and the pair remained close friends for years. 
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To turn again to the Governor's narrative : — " Soon 
after this " (his call upon Gainsborough), says he, " the 
late King passed by the garrison under my command, 
and, as I wanted a subject to employ Mr. Gainsborough's 
pencil, I desired him to come and eat a dinner with me, 
and to take down in his pocket-book the particulars of 
the fort, the adjacent hills, and the distant view of 
Harwich, in order to form a landscape of the yachts 
passing the garrison, of the size of a panel over my 
chimney-piece. He accordingly came, and in a short 
time brought the picture." 

Unfortunately, the canvas can now only be judged 
from the engraving made from it by Thomas Major : the 
origin of this engraving and the cause of the dis- 
appearance of the picture itself are very plainly stated 
by Thicknesse, who thus continues his narrative : — 

" I was much pleased with the performance, and, 
asking him the price, he modestly said that he hoped I 
would not think fifteen guineas too much. I assured 
him that in my opinion it would, if offered to be sold in 
London, produce double that sum, and accordingly paid 
him, thanked him, and lent him an excellent fiddle. . . . 
The following winter I went to London, and I suspected 
— for, like Mr. Gainsborough, I only suspected — that 
my landscape had uncommon merit I therefore took it 
with me, and as Mr. Major, the engraver, was then just 
returned from Paris, and esteemed the first artist in 
London, I showed it to him. He admired it so much 
that I urged him, for both their sakes as well as mine, to 
engrave a plate from it, which he seemed very willing to 
undertake, but doubted whether it would by its sale, as 
it was only a perspective view of the fort, answer the 
expense ; to obviate which, I offered to take ten guineas' 
worth of impressions myself. He then instantly agreed 
to do it. The impression will show the merits of both 
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artists ; but, alas, the picture being left against a wall 
which had been made with salt water, is perished and 
gone. That engraving made Mr. Gainsborough's name 
known beyond the circle of his country residence." 

This engraving is of some importance in tracing the 
development of Gainsborough's art, as it fixes, ap- 
proximately at least, the date of one of the first of his 
known landscapes. Sir Walter Armstrong places this 
date, together with that of a picture of much the same 
style now in the National Gallery of Ireland, as between 
the years 1750-52, If, however, it be correct that 
Thicknesse only made the acquaintance of the painter 
^ 1754) ^ stated by his biographer, this date must be 
shifted a few years later. The later hypothesis seems 
the more plausible, if only as placing a longer interval 
between a really respectable performance and the crudity 
of Mr. Cobbold's sham Dutch canvas. In any case, the 
engraving shows a very presentable landscape, and is 
obviously the production of a man who had at least seen 
for himself and honestly attempted to record his im- 
pressions. From Thicknesse's own account, it was 
painted to fill a particular space in the Governor's 
parlour, and by the nature of the commission the subject 
was provided by the patron, and little choice left to the 
artist. Yet, with all these limitations, the print suggests 
a painting of the true open-air quality, with freshness 
and light in its tones, and painted under a real sky. It 
shows the Landguard Fort which had inspired the 
Governor to give the commission, Harwich in the dis- 
tance, and the estuary duly provided with a procession 
of passing ships, though we miss the salute from the 
fort There are figures of a man and a country maid in 
the foreground, and a curve of unmistakable, if rather 
conventional, waves on the beach on the true right of the 
canvas. 
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The Irish picture, which must be of the same period, 
has very similar features. It has the same quality of 
open air and freshness, and is painted under the same 
spacious sky of that eastern county. It shows a road 
running past a low bank towards a distant church and 
past a real sandpit, and with an unmistakable oak on the 
right of the canvas. There is a somewhat pathetic 
figure of an old horse above the pit, which was later to 
appear in many of the painter's landscapes, and a boy 
and dog, and a man with a donkey in the near middle 
distance. The road leads into the picture ; the different 
planes of the middle distance and distance retire in 
proper order towards the horizon ; and the composition, 
with its chief lines radiating from a point near the left 
hand of the canvas, is pleasing and artistic. It is 
difficult to imagine this and Mr. Cobbald's picture as 
coming from the same hand. In some ways this canvas 
seems to suggest the influence of Ruysdael on the 
painter. 

A third landscape of this period is in the possession 
of Mr. R. W. Hudson, and was exhibited in the Guildhall 
collection of loan pictures in 1902, though it is attributed 
in the catalogue to the years 1 747-48. It shows a castle 
or cathedral something like that of Durham in the dis- 
tance in an early morning light, a boy driving cows, and 
a man and woman in a cart with a white horse coming 
up a road in the left foreground, while a tramp sleeps 
in the shadow on the right The tones are high, and 
the colour cool and silvery, and, whatever the exact 
year of its production, it may be ranked with confidence 
with the '' Landguard Fort " and the Irish landscape as 
one of the few known early Gainsborough landscapes. 

These three pictures have a further interest as 
marking the first known period in the artist's artistic 
life. If we except Mr. Cobbold's picture, everything he 
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painted in landscape, at least before they appeared, has 
jret to be discovered. If we take the later date 1755 
as the appro^mate year of their appearance, Gains- 
borough would be twenty-seven at the time; if the 
earlier, 1747, he would be twenty. From what we 
know of his life and from the evidence of the pictures 
themselves, he must have completed many canvases 
before even the earlier of these dates. These unknown 
works present a promising field for the intelligent critic 
with leisure and enterprise for their discovery. 

From the period of these pictures forward, Gains- 
borough's landscape art is best followed in the National 
Gallery in London. The landscapes Gainsborough 
painted during his early career in Suffolk, to be seen 
there, are the well-known ** Comard Wood," or " Gains- 
borough's Forest," the " View of Dedham," and the two 
small upright landscapes presented to the gallery in 
1 896 by the Misses Lane. The canvases were probably 
painted in the order stated. The National Gallery is 
also a convenient spot for considering the influence of 
certain painters of the Dutch school upon Gainsborough's 
landscape, which appears to be undoubted, though no 
one has ever explained where he found access to a col- 
lection before his migration to Bath. It may be recalled, 
however, that John Crome, a generation later, found 
means of studying the Dutchmen, long before he left 
that same eastern country. It is certainly impossible to 
doubt the influence of some of the less mighty of the 
Dutchmen, even after the most perfunctory comparison 
of such men as Wynants, Both, Cuyp, and Ruysdael^ 
with the few known early landscapes of Gainsborough. 
Wynants supplies him with the subject even of such 
works as that in the Dublin Gallery,' while Ruysdael 
suggests a treatment for the trees. The placing of 
his figures on the canvas in most of these early works 

4 
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is reminiscent of Both and Cuyp. Both's habit of a 
glow of light behind trees, which one sees in most of 
the less rugged of his subjects, indeed influenced Gains- 
borough throughout his career as a painter of landscape. 
In the winter exhibition at the Royal Academy of 
1902—3 there was an interesting group of figures cross- 
ing a bridge with a cart, which was a recognisable 
reflection of the works of that master in an adjoining 
room. 

In the " Comard Wood " there are the same fidelity 
to the details of foliage, the same tightness of handling, 
and the same restraint of colour which you find in the 
Dutchmen, and, allowing for the typically English 
character of the scene depicted, " Comard Wood " might 
almost have been painted by Both or Berghem. The 
solemn tones, too, which we shall find as characteristic 
of the landscape of Gainsborough's middle years perhaps 
owe something to his impressions received as a young 
man from such painters as Jacob Ruysdael and Aart 
van der Neer. 

The " View of Dedham " must be of much the same 
period as the ** Cornard Wood," though perhaps a little 
later. There is the same careful characterisation in the 
trees, but combined with a more felicitous composition 
and placing of the figures, the same feeling for a bit of 
distance showing through trees, and the same delight 
in spacious effects of cloud. In this picture, however, 
there is already a slight loosening in the handling and 
a slight warming of the colour, which are prophetic of 
some of the later developments of his landscape. The 
same qualities reappear in the two small upright land- 
scapes, combined with a lowering of tone, and a more 
noticeable abandonment of the literal rendering of foliage 
of the earlier works. 

Succeeding exhibitions occasionally disclose other 
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landscapes of the Ipswich period. There was a " View 
of Henny Church" at the Grosvenor Gallery in 1885, 
which is ascribed to the early period of the " Landguard 
Fort." Another, catalogued as a '* Landscape, Suffolk/' 
appeared at the same exhibition as the property of Mr. 
E. Milles Nelson, and is of the later time, perhaps. It 
showed a wayside cottage, a woman nursing a baby, 
with two boys, at a door. A girl with a jug on her 
head and followed by a dog goes towards the house, 
while a man drives cows in the middle distance. 

Fulcher speaks of "two of his most elaborate per- 
formances painted for his former master, Hayman," 
which in 1856 were in the possession of Mr. J. H. 
Hawkins of Bognor Park. These, from a tradition 
which Fulcher relates, seem to belong to the period of 
the ** Comard Wood." " Gainsborough declared he would 
never bestow so much time on a picture again. They 
were both drawn and coloured in the open air : in one 
of them a young oak is painted leaf for leaf, while ferns 
and grasses are portrayed with microscopic fidelity." 
Another undoubted landscape of the Suflfolk period is 
in the possession of Mr. Humphrey Roberts. It shows 
a group of alders at the outside of a wood near a stream, 
a typical Gainsborough horse, cart, and woman, and 
a fisherman standing on a bridge. 

The little medallion, too, of the Charterhouse, now 
in the Foundling Hospital, dates fi-om the Suffolk 
period. An inscription on the frame assigns it to the 
year 1746; but its treatment suggests a later date. 
There are a breadth in the handling and a similarity 
in the treatment of the trees on the right of the picture 
which range it with tolerable certainty among the works 
painted towards the end of Gainsborough's stay in 
Suffolk, of which the two small landscapes at the 
National Gallery are typical examples. The colour 
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is sombre and rather hot, but there is a broad Suffolk 
sky, and the work contrasts favourably with the other 
medallions of the London charitable institutions painted 
by Wilson, Hale, and Haytley, which hang near it. The 
mention of two landscapes in the Fuller collection in 
New York seems to conclude the list — landscapes which 
can be at present ascribed to Gainsborough during the 
period of his residence in his native county. 

It must have been while Gainsborough was engaged 
upon the pleasant labour of those early landscapes that 
he encountered a kindred spirit in Joshua Kirby. '^ One 
day," says Fulcher, " as he was sketching near Preston 
Tower, on the banks of the Orwell, a stranger who was 
passing paused to watch the progress of his pencil, and, 
after looking on in silence for a few minutes, introduced 
himself to Gainsborough as Joshua Kirby." Kirby at 
this time was a coachpainter at Ipswich, though later 
he became somewhat notable as President of the Incor- 
porated Society of Artists, which office he filled at the 
time of the great division which preceded the birth of 
the Royal Academy. He was also teacher of per- 
spective to George the Third. The acquaintance thus 
begun ripened into a friendship which lasted their joint 
lives, as is touchingly plain from the fact that Gains- 
bordugh at his own request was laid by the side of Kirby 
in Kew churchyard. 

Henry Angelo, in those pleasant volumes which 
preserve so vividly much of the life of his day which a 
later generation christened Bohemian, tells us something 
of the early intimacy of Joshua Kirby with Gainsborough. 
He had heard, he says, his father speak of Kirby as a 
person universally esteemed by the artists of his time. 
" Gainsborough and he were intimate friends from their 
boyhood, and had often studied together, amidst the 
sylvan scenery adjacent to Sudbury. Every one ac- 



SUFFOLK— I74S-I759 53 

quainted with Gainsborough knew that he was a rattle. 
It was therefore highly amusing to witness the contrast 
of character in him and his friend, the mild and modest 
Kirby. 

"Kirby worshipped the talent of Gainsborough; 
he considered him the greatest genius of his age, and, 
looking on as he performed his moppings, in an ecstasy 
would exclaim, '* Marvellous, inscrutable, miraculous ! " 
— in return for which honest expressions the other used 
to dub him " old pudging Josh." 

" I remember Gainsborough once saying, in speaking 
of the landscape efforts of his old crony Kirby, whom 
he really loved, and, capricious as he was, whom he 
never slighted, that if on their sketching excursions 
an unusually unpicturesque building or a fantastically 
formed tree occurred, Kirby immediately sat down to 
delineate it as an addenda to his portfolio. " His lines 
are all straight," said Gainsborough, " and his ideas all 
crooked, by Jove. How the devil the old frump ever 
consented to Hogarth's travestie frontispiece to his 
'Treatise on Perspective,' I never could devise: had I 
proposed such a ^ng, he would have pronounced me 
mad." 

This plate is the well-known absurdity, afterwards 
published among Hogarth's collected works, which shows 
with great humour the pitfalls for the artist without a 
knowledge of perspective. It bears the inscription : 
" Whoever makes a design without a knowledge of 
perspective will be liable to such absurdities as are shown 
in this frontispiece." 

We shall have occasion to notice Kirb/s acquaintance 
with the painter in later years, in its proper place. Here 
that acquaintance has an interest for us as throwing 
some little light on Gainsborough's life and personality 
during his last years in his native county. Kirby went 
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to London in 1753, where he settled, but left his son 
behind him as a pupil of Gainsborough's. The good 
man wrote a letter to the boy urging upon him the 
practice of religion. " My letter " he said, " may serve 
as Sunday meditation, and let no one see it except 
Master W., the companion of your studies." Who 
Master W. was has not been ascertained, but the fact 
that Gainsborough at this time had two pupils at least, 
which Edwards in his Anecdotes says was not known, 
is thus established. A prim sister, afterwards Mrs. 
Trimmer, an exhibitor at the Society of Arts, and 
authoress of many improving books for children, also 
wrote to young Kirby, impressing upon him the necessity 
of politeness, and in so doing she holds up Gainsborough 
as a model in that particular. ** Having," she says, '' so 
good an example to copy after, I imagine you improve 
very much in politeness," 

We really know little of Gainsborough's life at 
Ipswich. Fulcher tells us that he was often employed 
in painting the mansions and parks of the county gentry, 
and more frequently in portraying the persons of their 
wives and daughters, and that "he was hospitably 
entertained in their houses, and money began to flow 
in." The list of Gainsborough's patrons is not a long 
one, but among them was a Mr. Hingeston, a clergyman 
of Southwold ; and that gentleman's son, in a letter to a 
friend written many years after this period, supplies the 
few details of his personality which have survived. 

" I remember Gainsborough well," wrote Mr. Hin- 
geston ; " he was a great favourite with my father ; in- 
deed, his affable and agreeable manners endeared him 
to all with whom his profession brought him in contact, 
either at the cottage or the castle. There was that 
peculiar bearing which could not fail to leave a pleasing 
impression. Many houses in Suffolk, as well as in the 
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neighbouring county, were always open to him. I have 
seen the aged features of the peasantry lit up with a 
grateful recollection of his many acts of kindness and 
benevolence. My father's residence bears testimony 
alike to his skill as a painter and his kindness as a 
man, for the panels of several of the rooms are adorned 
with the productions of his genius. In one is a picture 
of Gainsborough's daughters when young; they are 
engaged in chasing a butterfly ; the arrangement of the 
figures and the landscape introduced are of the most 
charming description. There are several other drawings, 
all in good preservation, and delineated in his happiest 
manner." 

There is no record of the birth of these two girls, 
but, from a consideration of dates and of the portraits 
Gainsborough painted of them in their childhood, we 
may assume diey were bom in the second and third 
years after his marriage with Margaret Burr. The elder 
took her mother's name of Margaret, the younger was 
christened Mary. Little is known of their childhood, but 
we shall catch glimpses of them as young women in 
later years. Mary alone married, but the union was an 
unhappy one and of short duration, and, as she died 
childless, Thomas Gainsborough's line became extinct 
upon the death of his two daughters, in the first quarter 
of the nineteenth century. So far as we know, none 
of his brothers left sons, and the present representatives 
of the family are the descendants of his sister Susan 
Gardiner, who settled at Bath, unless indeed there are 
still living descendants of the other sisters, Mrs. Gibbon, 
Mrs. Dupont, and Mrs. Bird. 

Fulcher published two letters of the painter himself, 
addressed from Ipswich to some legal gentleman in 
Colchester, which are of great interest as giving his views 
in 1757 upon some points of his art. The addresses of 



56 THOMAS GAINSBOROUGH 

these letters are missing, with the exception of the words 
" ey-at-law " ; but it has been plausibly suggested that they 
were written to a Mr. Edgar, of a family known to have 
employed the painter in those early days, who was at 
that time practising in Ipswich as an attorney. 

" Sir, — I am favoured with your obliging letter, and 
shall finish your picture in two or three days at farthest, 
and send to Colchester, according to your order, with 
a frame. I thank you, sir, for your kind intention of 
procuring me a few heads to paint when I come over, 
which I purpose doing as soon as some of those are 
finished which I have in hand. I should be glad if you'd 
place your picture as far from the light as possible, 
observing to let the light fall from the left. Favour me 
with a faithful account of what is generally thought of 
it, and as to my bill, it will be time enough when I see 
you, who am, sir, your most obedient, humble servant, 

" Tho. Gainsborough. 

" Ipswich, Feby, 24/^, 1757." 

" Sir, — I am favoured with your obliging letter, and 
return you many thanks for your kind intention. I 
thought I should have been at Colchester by this time, 
as I promised my sister I would take the first oppor- 
tunity ; but business comes in, and, being chiefly in the 
face way, I am afraid to put people off when they are 
in the mind to sit. 

" You please me much by saying that no other fault 
is found in your picture than the roughness of the 
surface ; for that part being of use in giving force to the 
effect at a proper distance, and what a judge of painting 
knows an original from a copy by, in short being the 
touch of the pencil, which is harder to preserve than 
smoothness, I am much better pleas'd that they should 
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spy out things of that kind, than to see an eye half an 
inch out of its place, or a nose out of drawing when 
viewed at a proper distance. 

"I don't think it would be more ridiculous for a 
person to put his nose close to the canvas and say the 
colours smell offensive, than to say how rough the paint 
lies ; for one is just as material as the other with regard 
to hurting the effect and drawing of a picture. Sir 
Godfrey Kneller used to tell them that pictures were not 
made to smell of: what made his pictures more valuable 
than others with the connoisseurs was his pencil and 
touch. 

" I hope, sir, you will pardon this dissertation upon 
pencil and touch, for if I gain no better point than to 
Qiake you and Mr. Clubb laugh when you next meet 
again at the sign of the Tankard, I shall be very well 
contented. I am sure I could not paint his picture for 
laughing, he gave such a description of eating and 
drinking at that place. I little thought you were a 
lawyer when I said not one in ten was worth the hang- 
ing. I told Clubb of that, and he seemed to think I 
was lucky that I did not say one in a hundred. It's 
too late to ask your pardon now, but really, sir, I never 
saw one of your profession look so honest in my life, and 
that's the reason I concluded you were in the wool trade. 
Sir Jaspar Wood was so kind as to set me right, other- 
wise perhaps I should have made more blunders. — I am 
sir, your most obliged, obedient, and humble servant, 

«* Tho. Gainsborough. 

" Ipswich, March xjjth^ 1758." 

We seem to see in this letter some indications of 
points in the painter's personality which became more 
emphasised in later years — his joviality and good fellow- 
ship, for example, and his habit of plain speech. There 
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is a passage in the letter of John Constable to John 
T. Smith which we have already quoted, which has a 
bearing upon the same qualities of Gainsborough's 
character. ** He belonged/' says Constable, " to a musical 
club in that town (Ipswich), and painted some of their 
portraits in a picture of a choir ; it is said to be very 
curious. I heard it was in Colchester. I shall en- 
deavour to see it before I come to town, which will be 
soon. He was generally the butt of the company, and 
his wig was to them a fund of amusement, as it was often 
snatched from his head and thrown about the room." 

The picture, according to Fulcher, who saw it in 
the possession of Mr. Strutt, junr., was painted from 
memory, and represents a convivial meeting by candle- 
light. The figures include Captain Clarke, a friend of 
the painter ; Wood, a dancing master ; one Mills ; Gibbs, 
a musician ; and Gainsborough himself. Wood is playing 
the violin, and is accompanied by Mills on the violoncello, 
while Gibbs, who was the only real musician of the party, 
is represented fast asleep— an ironical touch quite in 
keeping with what we know of Gainsborough's character. 
Mr. Strutt told Fulcher that " when Gainsborough was 
leaving Ipswich his friends paid a last visit to his studio, 
and expressed a wish to have some memorial of his 
pencil. The good-natured artist complied : one took one 
sketch, another another, and, finally, that I have been 
describing came into my father's hands." 

The list of portraits known to have been painted by 
Gainsborough in Suffolk is not a long one. The earliest 
of all perhaps is the- portrait of Margaret Burr, which 
Fulcher and Cunningham thought played so large a part 
in his betrothal to that young woman. Fulcher mentions 
this portrait as in the possession of Mr. Sharp, and Mrs. 
Sharp exhibited a portrait at the Grosvenor Gallery in 
1885 which was catalogued as "Margaret Burr." Sir 
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Walter Armstrong, however, describes the canvas as repre- 
senting a young woman of thirty to thirty-five, which seems 
to throw some doubt on its identity. Of the same date 
must be the portrait of young Gainsborough by himself, 
said to have been painted in a couple of sittings just 
before his marriage, in 1745, belonging to Sir George 
Richmond. Mr. Cobbold has a group in small of two 
very plaii^ young women with a sheep and lamb, in a 
landscape of a naive and stiff treatment, which must be 
a very early work. 

There are four paintings of Gainsborough's daughters, 
all taken at much the same age, which preserve his style 
in portraiture at this period with great accuracy. These 
are the group in little to be seen at South Kensington, 
the unfinished group, and the single portrait of one of the 
children in the possession of Mr. Gardiner, which Mrs. 
Bell reproduces in her volume, and the larger group of 
the two girls which was acquired by the National Gallery 
by the Vaughan Bequest in 1 900. This, apparantly, is 
the canvas mentioned by Mr. Hingeston, as the children 
are shown chasing a butterfly. It presents two rather 
unattractive children of the apparent ages of six and 
eight years, hand in hand, the elder in a frock of dull 
lemon colour, the younger in a grey dress and pinafore. 
The ages of the girls would date this canvas at about 
1754 or 1755. The treatment, however, especially of 
the background, almost suggests that it was painted very 
much later from a sketch of this time. There is a thistle 
in the foreground, painted with all the certainty and 
breadth of Gainsborough's later backgrounds, together 
with a restraint in colour and a lowness of tone, which 
seem to separate it from other known work of the Ipswich 
period. It is in an astonishing state of preservation, and 
might have been painted within the last ten years. 

One of the best known portraits of this period is that 



6o THOMAS GAINSBOROUGH 

of Admiral Vernon, mentioned by Thicknesse as in the 
painter's studio when he made his acquaintance, and 
now in the National Portrait Gallery. It represents the 
admiral in a very painstaking manner, and standing in 
the true Hudsonian attitude with his hand in his coat 
and hat under his arm. The crimson coat is rendered in 
very minute and careful fashion, and the shadow of the 
wig upon the forehead is not less conscientiously painted. 
The known dates of Vernon's career, together with 
Thicknesse's mention of the picture, place this canvas in 
date by the side of the group of his daughters, from 
which, however, it differs greatly in treatment. 

Later canvases of this period are a portrait of Miss 
Hippesley, now in the possession of Sir Charles Tennant ; 
two portrait ovals of the Edgar family, that of the man 
being probably the work mentioned by Gainsborough in 
his letter of 1757, which we have set out ; there are also 
portraits of the Rev. James Hingeston and his son, exhibited 
in 1885 by Mr. Milles Nelson, which are of unblemished 
pedigree. A portrait of a youngish man in a cocked hat 
belonging to Mrs. Pym of Braxtead, Kent, and described 
as a presentment of Wolfe, ought to be of this period, 
only that its treatment suggests a much later date of 
origin. An authentic canvas of this time, however, is the 
attractive group of Thomas Sandby and his wife, which 
is engraved in the small series published by Messrs. 
Graves. It was exhibited in 1859 as portraits of 
Gainsborough and his wife. Sandby is shown in a red 
coat and breeches and a cocked hat, his lady in a pink 
and white dress and a blue fringed petticoat and straw 
hat, and the pair are seated in a landscape with a summer 
house in the classic style in the background. 

Thomas Sandby was the elder brother of Paul Sandby, 
the better known of the two, perhaps, but was a com- 
petent draughtsman and an ingenious capable fellow. 
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Luck came to him at Fort William in the '45, when at 
the age of twenty-four he was the first to carry the news 
of the landing of the Young Pretender to the Government, 
was appointed draughtsman to the Duke of Cumberland 
as a reward, and accompanied that hero to Flanders in 
&at capacity. 

Later came the appointment of Deputy Ranger in 
Windsor Great Park, where Sandby's talent for landscape 
gardening resulted in the formation of the ornamental 
water which we now know as Virginia Water. He was 
a capable architect also, built Freemasons' Hall, and was 
at one time professor of that art to the Royal Academy. 

Mr. Strutf s picture of the " Musical Club " is one of 
the first of many evidences of Gainsborough's love of 
music, of which we shall encounter many during the 
story of his life. He chose his chief friends from among 
musicians, and, without time or opportunity of attain- 
ing any great proficiency upon any particular instrument, 
he was acquainted with a great many, and intermittent 
practice upon one or the other continued his chiet 
pleasure to the end of his life. Some doubt has been 
thrown upon his taste for music and upon his skill, 
but with little justification. The doubts are mainly 
founded upon a dissertation upon Gainsborough as a 
musician which was delivered by his friend Mr. Jackson 
of Exeter, many years after the painter's death. This 
we shall examine in its proper place; upon the other 
side we naay quote Thicknesse, who has a remark bear- 
ing upon the point during the period of the painter's 
life which was passed at Ipswich. In recording his 
first dealings with Gainsborough in the matter of the 
picture of " Landguard Fort," Thicknesse mentions that, 
in pa}ring Gainsborough, " I thanked him, and lent him 
an excellent fiddle, for I found that he had as much 
taste for music as he had for painting, though he had 
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then never touched a musical instrument, for at that 
time he seemed to envy even my poor talents as a 
fiddler; but before I got my fiddle home he had made 
such proficiency in music that I would as soon have 
painted against him as to have attempted to fiddle 
against him." 

» 

Gainsborough in 1759 had entered his thirty-third 
year, and had been painting professionally for fifteen 
years at least The most cursory examination of the 
list of works which have been authoritatively ascribed 
to this first period of his life convinces one that the 
greater portion of his early work has yet to be discovered. 
We have already examined the various canvases which 
have been attributed to him from the time of his 
apprenticeship in London onward, and, at its fullest, 
the list is a meagre one as the work of a strenuous 
personality during a period of fifteen years. Beginning 
with the drawings in the National Gallery of Ireland, 
we have those drawings — the Miss Hippesley, Mr. 
Cobbold's early group, the four renderings of his 
daughters; the portrait of Margaret Burr, his own 
portrait, the two Hingeston portraits, the Sandby 
group, the two Edgar portraits, that of Admiral Vernon, 
and perhaps the Wolfe mentioned by Mrs. Bell. To 
stretch the list as far as possible, we include Mr. Strutt's 
*' Musical Club," and a bust of Heneage Lloyd mentioned 
by some writers as of this period. 

In landscape there are the Cobbold picture, the 
" Landguard Fort," and the landscape in the National 
Gallery of Ireland, the Sufiblk landscape of Mr. Hum- 
phrey Roberts, and the landscape of Mr. Hudson ; the 
Henny Church; Mr. Milles Nelson's Sufiblk landscape; 
the two canvases mentioned by Fulcher; the medallion 
of the Foundling Hospital, and the **Comard Wood," 
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"Dedham Vale," and two upright canvases of the 
National Gallery. 

These works, portrait and landscape together, amount 
to just thirty-three, which represent a couple of com- 
pleted works for each year of Gainsborough's working 
life up to the age of thirty-three. It is quite obvious 
that this list of his known pictures cannot represent a 
tithe of his work during the period we have been 
considering. From all we know of his character, 
nothing is more certain than that his was an eminently 
energetic temperament, and that, apart from all con- 
siderations of means of living, his pencil must have 
been regularly employed during those fifteen years. 
Considered as a help to his wife's income, his known 
work need hardly be reckoned at all. A third of it 
at least was work which was not painted for profit, 
and, at the rate of pay he is likely to have received, 
the rest may have produced something between ten 
and twenty pounds a year. Unless we are willing to 
believe that Gainsborough was content with his wife's 
annuity, and to spend the greater portion of his early 
manhood in ignoble loafing, there must be a great 
number of his earlier works, in portraiture especially, 
awaiting identification. 

The thought should be very stimulating to persons 
of leisure with a taste for haunting salerooms. His 
style during this period both in landscape and portraiture 
is perfectly distinguishable from everything he painted 
later. In landscape it may be traced perfectly in the 
works we have already considered at the National 
Collection. 

We may look for the Gainsborough who still painted 
from nature, but in whose work the Dutch faithfulness 
of foliage and detail which we see in the " Comard Wood " 
is giving way to the generalisations of the upright 
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pictures at the National Gallery. A broad line, too, 
divides this early landscape work from the development 
which was to come suddenly later. In his later work in 
landscape appears that subjective quality which was 
the product of an intellectual process working upon 
the materials gathered during the impressionable years 
of his youth and early manhood. 

Gainsborough's progress in portraiture is less easy 
to follow, by reason of the difficulty of comparing a 
sufficient number of his early works with each other. 
The small group of his daughters at South Kensington 
and the Admiral Vernon at the National Portrait Gallery 
are typical specimens of his earlier portraits. We may 
look for the prim and formal attitudes of those portraits 
or of Mr. Gardiner's studies of his daughters, together 
with a careful elaboration of dress and accessories. 

Here, again, the line between his later and earlier 
work is broad and unmistakable. The qualities we 
have named were destined to disappear with a sudden- 
ness without any precedent in the work of a modern 
artist. This sudden development of his art was the 
direct and most important result of his leaving Ipswich 
for Bath, in the year 1760. 

Thicknesse claimed credit for persuading the painter 
to this great change in his professional and personal 
prospects, but there were really a score of reasons which 
might have led Gainsborough to make the change 
without much persuasion. His daughters were g^rowing 
up, and were already showing signs of great personal 
attractions, ^ich would have less scope for their proper 
influence in Suffolk than in a resort of fashion like Bath. 
Mrs. Gainsborough's influence would also be cast in the 
same scale, for that lady was as yet a young woman 
with great personal attractions of her own. The 
advantages of Bath, both professional and private. 
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must have been well known to Gainsborough, who had 
two sisters settled there, and was well able to compare 
those advantages with his present prospects at Ipswich. 
Gainsborough, during fifteen years in the Suffolk 
town, must have arrived at a very close estimate of 
its capabilities for a professional man, and have real- 
ised that he had exhausted them, or at any rate that 
they presented little opportunity for an advance from 
his present position as an artist. Moreover, the possi- 
bilities of the successful portrait painter as exemplified 
in the phenomenal success of Reynolds, who had set 
up in St. Martin's Lane seven years earlier, had not 
been lost upon Gainsborough. Reynolds's fame must 
have reached even Ipswich, and his success was a 
sufficient reason for unsettling Gainsborough, and also 
for making him avoid London as a new starting-point, 
where such competition must be encountered. Bath, 
on the other hand, presented obvious advantages. Its 
population was largely composed of people of means 
and fashion, and the city was without any portrait 
painter of respectable ability. All these were reasons 
why Gainsborough was ready to lend a willing ear to 
Thicknesse when that gentleman either proposed the 
great experiment, or added his persuasion to the other 
considerations which we have mentioned as likely to 
have influenced the painter. 



CHAPTER III 
BATH— 1760-1765 

WE have no desire to rob Governor Thicknesse 
of any credit which may be due to him for his 
generous overlooking of Gainsborough's affairs, and his 
attitude of good genius to the painter is so engaging 
that we are induced to state his claims as author of the 
good results which followed the move to Bath, in his 
own words. In recording Gainsborough's early musical 
tastes and accomplishments in the passage we have 
already quoted, he mentions his loan of the fiddle as 
among the happy auguries which attended their acquaint- 
ance, and continues : — 

** I believe it was what I had said about the land- 
scape and Thomas Peartree's Head which first induced 
Mr. Gainsborough to suspect — for he only suspected it— 
that he had something more in him which might be 
fetched out ; he found he could fetch a good tune out 
of my fiddle, and why not out of his palate." 

The engraving from the picture of" Landguard Fort," 
the Governor contended, " made Mr. Gainsborough's name 
known beyond the circle of his country residence," and 
it was his boast that he added yet to all the benefits his 
countenance had conferred upon the artist, by persuading 
him to forsake his native Suffolk for Bath. '' He was 
soon after, by me and several of his friends, urged to 
remove to Bath and try his talents at protrait painting 
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in that fluctuating city, at which time I had a house 
there, and resided during winters.** 

Old Thicknesse's complacent tone in recounting his 
early services to the painter who was destined to become 
so famous, has annoyed some of Gainsborough's bio- 
graphers. But we have already reviewed the considera- 
tions which may have influenced Gainsborough in 
making the move to Bath ; and whatever Thicknesse's 
share in them may have been, there is no doubt what- 
ever that he presided over many of the tiresome details 
of the change of habitation, and that he was constantly 
at the painter's elbow during the troublesome business of 
finding a house in the western city. It would appear, 
indeed, that he received the family under his own roof 
until that house should be discovered. 

*^ After his arrival in Bath," says he, " I accompanied 
him in search of lodgings where a good painting-room 
as to light, proper access, etc., could be had ; and upon our 
return to our house, where his wife was impatiently 
awaiting the event, he told her he had seen lodgings of 
fifty pounds a year in the churchyard, which he thought 
might answer his purpose. The poor woman, highly 
alarmed, thinking it must all come out of her annuity, 
exclaimed, * Fifty pounds a year ! Mr. Gainsborough, why 
are you going to throw yourself into gaol ? ' But upon 
my telling her if she did not approve of the lodgings at 
fifty pounds a year he should take a house of a hundred 
and fifty, and that I would pay the rent if he could not, 
Margaret's alarms were moderated." 

The Governor's dislike of poor Margaret appears very 
plainly in this characteristic passage, but there is no 
reason to doubt his oflicious solicitude in Gainsborough's 
behalf, and it would appear that by their united efforts 
a suitable lodging was at last found for the painter and 
his family. 
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One of the most painstaking ^of the modern Bath 
antiquaries, who are many and able, places this lodging 
in the Abbey churchyard. Later, Gainsborough removed 
to Ainstie's Belvidere, " where he could enjoy a beautiful 
view of Hampton Rocks, his favourite sketching grounds. 
Charging at first only five guineas for a portrait, he spent 
the intervals of the sittings in studying the fine trees of 
the neighbourhood, notably the elm near the London 
Road, still standing and called Gainsborough's Elm. 
His studio being soon sought by discerning visitors, he 
ventured to hire a house in the Circus." 

Bath in 1760 was perhaps the most notable of the 
English provincial cities. It enjoyed a unique distinction 
as the result of a variety of causes, of which the chief 
were its situation among the hills of the gentle west 
country ; the fame of its mineral waters ; its adoption as 
a lounging place by people of wealth and leisure; and the 
remarkable abilities of three or four of its citizens — 
Ralph Allen, the architects Wood (father and son), John 
Palmer (the proprietor of its theatre), the Wiltshires, and 
perhaps the eminent Beau Nash. Nash, we believe, has 
had more than his share of credit in the making of Bath, 
the chief part in which belongs of right to some of the 
others we have named, whose efforts alone made the 
career of the famous Master of the Ceremonies possible. 
Chief among these was Ralph Allen, the enlightened 
man of affairs and philanthropist, the patron of art and 
letters, first organiser of the postal system of England, 
and the real creator of the Bath that we know. 

Gainsborough indeed found Bath fresh from the hands 
of Allen and his coadjutor, John Wood. Allen had made 
a huge fortune, which may be measured by the income 
he drew from Government for his organisation of the 
cross country posts, which may be reckoned at anything 
between ;f 2 0,000 and ;f 40,000 a year. He had sub- 
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stituted post-boys on horses for foot runners, organised 
a series of intersecting routes by which these post-boys 
exchanged their bags at proper stations, which enabled 
the mails to be distributed along the great main routes 
without the necessity of sending them to London ; and, 
by the discovery and charting of these cross country 
tracks, initiated the system upon which many of the 
highways of the country were afterwards constructed. 
Soon after 1727 he discovered the capabilities of the 
Bath freestone, and from his quarries on Coombe Down 
hewed out the material of which Bath is built. The 
Bath stone before his day had been used only for small 
decorative objects, like finials and coats of arms for 
gentlemen's country gates ; and it was Allen, with John 
Wood (who was cunning beyond the ordinary in the 
knowledge of technicalities of quarrying and the proper 
placing of the grain of the stone), who first vindicated the 
quality of the Bath freestone as a building material 
against its more famous rival from the quarries of Port- 
land. 

Among the first architectural efforts of Wood the 
elder were the North and South Parades; then came 
Queen Square, and to the north of that he planned the 
Circus on the crown of the hill at the top of Gay Street. 
The Circus interests us as the quarter of the city in which 
Gainsborough finally settled. It is an ellipse of thirty 
houses of three storeys each — ^the ground floor in the 
Doric style, the first floor in the Ionic, and the upper in 
the Corinthian order, surmounted by a balustrade. The 
Circus is an imposing piece of architecture ; it was, however, 
only carried to completion by the younger Wood after 
the death of his father, and he has a claim to fame of his 
own in the planning of the two crescents which crown 
the heights and command a prospect of the whole city. 

It was the elder Wood who built that stately failure, 
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Prior Park, for Allen — Prior Park with its imposing front 
and its columns of three feet in diameter, but without a 
comfortable room among its hundreds, which nevertheless 
fulfilled its avowed object as a final vindication of the 
Bath stone as a building material. 

At Prior Park Allen lived like a prince, and enter- 
tained princes ; filled his house with the most eminent 
men among his contemporaries, and dispensed a hospitality 
and a charity which were the admiration of his times. 
Gainsborough, as we learn from the researches of the 
local historians of the city, was often of the parties at 
Prior Park ; here, earlier, too came Henry Fielding, who 
had a room of his own ready for him at all times, and 
repaid the hospitality by preserving the character of the 
blameless Allen in that of Squire Allworthy in Tom 
Jones ; earlier still came Mr. Pope, who was one of the 
most faithful of Mr. Allen's guests, and embalmed his 
memory in those lines : 

'*Let humble Allen with an awkward shame 
Do good by stealth, and blush to find it fame." 

Mr. Pope, however, altered his note later when he 
proposed to bring Martha Blount to Prior Park, and found 
Allen averse from receiving that lady. The poet pre- 
pared a will in which he left Allen ;£^I50, the sum at 
which he estimated the hospitality he had received at 
his hands. Mr. Allen drily observed that Mr. Pope 
appeared to have forgotten the final cipher. 

^Gainsborough must have watched the raising of 
Pulteney Bridge — that effort of the brothers Adam which 
has been described as "worthy indeed of Paradise," 
when, at the bidding of the heiress, Frances Pulteney, 
they threw that graceful street on three piers across the 
Avon, and continued it in a succession of palaces to 
Spring Gardens, the Vauxhall of Bath. 
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Another of the Bath worthies, whom we shall see later 
as an intimate of the painter, was John Palmer, the son 
of a brewer, but a devotee from his youth up of the 
drama. His father, after a struggle with the boy as 
to the choice of professions, in which the merits of the 
church, the army, and the parental brewery were all 
canvassed, allowed him to follow his bent Palmer, 
with the help of eight other citizens, replaced the 
original bam (which was the only theatrical building in 
the place, and had excited the derision of the fashionables 
for a generation) by the theatre in Orchard Street. 
Father and son bought out the old interests, young 
Palmer went to London, and, after much contention with 
vested interests, brought back an Act protecting his 
property against the patentees of the London theatres, 
and a patent of his own under the King's own royal 
hand. 

Young Palmer, on his return, found a strike in 
progress among his company, and, with an energy which 
was altogether characteristic of a Bath citizen of those 
days, rode his horse about the provinces for a fortnight, 
and returned with a new set of actors, with whom he 
managed to conduct his own theatre at Bath and a 
branch establishment at Bristol, till greater matters 
called him to London in 1785. During his frequent 
journeys to Bristol in a vehicle which he called a 
^ sociable," and which carried his whole company, he was 
struck by the fact that he invariably beat the stage 
vehicles by many hours. This led him to the invention 
of the stage-coach, by which he put the crown upon 
Allen's work at the post office. He approached the 
younger Pitt in 1784, and induced him to give his 
system a trial The trial, which reduced the journey 
between Bath and London from thirty to sixteen hours, 
led to his installation as Surveyor-General and Comp- 
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troUer at the Central Post Office in London, at a salary 
of ;fi500 a year and a commission of two and a half 
per cent, upon any increased revenue which the system 
might bring to the Government. Palmer's was a master- 
ful personality, which came in collision with the Com- 
missioners, who discharged him with a commuted pension 
of ;^3000 a year after eight years' service. There 
followed a sixteen years' agitation on the part of the 
aggrieved Palmer, which resulted at last in the payment 
to him of ;^ 5 5,000 of arrears on account of his percent- 
age, and the restoration of that commission on an 
enormously increased revenue during the remainder of 
his life. 

Beau Nash had passed his prime when Gainsborough 
came to Bath, and was indeed ending miserably upon 
a weekly pension from the Corporation. By the time 
that George the Third came to the throne, Bath had been 
purged of most of the raffish excesses which had 
flourished under the fantastic rule of that famous Master 
of the Ceremonies, and the city was attaining its zenith 
as the resort of a decorous fashion. Beau Nash no 
doubt fulfilled a useful office in superintending the trans- 
formation of Bath from the place of the crude entertain- 
ments of the drunken Webster into the stately city of 
pleasure it became in the middle of the eighteenth cen- 
tury. But we gather from the careful antiquaries we have 
mentioned that his services have been vastly overrated. 
The fantastic arbiter elegantiarum with his team of 
cream - coloured ponies and his French horns, his 
pompous marshalling of duchesses, and his imposing 
manners in the Bath assemblies, was the Nash most 
obvious to the uninitiated. But if we are to believe his 
biographers, there was another and a shadier character 
about the city when the lights were put out so punctually 
at eleven o'clock at the Great Rooms — the patron of the 
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gaming tables, from which he drew a large and secret 
income, those sinister institutions which were a scandal 
to the city, and the fertile source of that stream of 
tragedy which stains the annals of the place with its 
ghastly record of ruin and duels and suicides. In any 
case, the false glitter of the Nash regime had decayed 
with the discouragement of the dice-box which followed 
the example set at the Court of the young King George, 
and Mr. Nash's mantle had descended upon Captain 
Wade, who presided over a more decorous scheme of 
entertainment, and whom Gainsborough was presently 
to paint. 

The social England of the times seems centred in 
the western city of the middle years of the century, if 
one may judge by the place it fills not only in the 
memoirs and letters of the period, but also in the fiction 
and drama of the times. Richardson, Fielding, Smollett, 
and later Sheridan, not to mention lesser lights, all chose 
the city as the setting for the creatures of their imagina- 
tion. Many of them found their characters ready to 
hand in its more notable residents and visitors. The 
public rooms of Bath we take to have been the one spot 
in England where the light and leading of English 
society was drawn to a focus at any time between the 
reigns of Queen Anne and George the Fourth. It was 
perhaps at its brightest at the time we are considering. 
There was a continuous procession of the leaders of 
every section of gentility through those famous rooms 
for a hundred years at least. The hot baths were not 
for more than a small proportion of the visitors to the 
watering place; the gouty and aged were inclined to 
leave the delights of the assemblies and concerts to the 
young and active. But any visitor who was able to 
appear in public at all was of the company which 
assembled to sip the water or hear the gossip of the 
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pump-room at Bath. It was a place where the states- 
man laid aside politics and met his opponents on neutral 
ground; where the generals and admirals solaced 
themselves in the intervals of fighting with the French, 
and rested to recover from the hard knocks they had 
received. The young poet or man of letters whom a 
new work brought into notice went to Bath as a matter 
of course, to increase his patronage and to obtain sub- 
scribers for his new volume. Bishops and the clergy 
were constantly in evidence at a place where preferment 
was at the disposal of so many patrons, 

"And all, to be better prepared for herea'ter, 
Took a smack of the brimstone contained in the water," 

as Mr. Anstey, the laureate of fashionable Bath, sings. 
Wits and beaux reserved their epigrams for the morning 
meeting, and professional beauties simpered and sipped 
the waters as a means of restoring their complexions 
after the late hours and dissipations of a London 
season. 

Great actors and actresses found brilliant audiences 
ready to listen to them at Palmer's theatre, and an 
actor meeting with success in Bath was sure of an 
engagement in London. The music of Bath, too, with 
the adorable Linleys as its centre, is almost a national 
tradition. 

Such was the Bath to which Gainsborough came in 
1760, and on the whole it would seem that a portrait 
painter could have made no better choice as a field for 
his art. 

In these times and surroundings, accordingly, Gains- 
borough set up his easel and took the most important 
step in his artistic career. The move was undoubtedly 
a bold one, and evidently the result of a sudden impulse 
on the part of the painter, urged from his lotus-eating 
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in Suffolk probably by some feeling of unrest, possibly 
by the rumours of Reynolds's success in London, and 
certainly by the solicitations of his friends, including 
the Grovemor. The step was abundantly justified, but 
it was a brave one nevertheless. There is no reason to 
think that Gainsborough in 1760 had any exalted opinion 
of his own powers, or that he was moved by any great 
ambitions. His chief love in his profession was the 
study of nature and the practice of the unremunerative 
branch of landscape painting, for which at the time there 
was no encouragement in England. Neither in portraiture 
nor in landscape, so far as we can judge, had he at this 
time produced anything to justify any great aspirations. 
His work was respectable, certainly, but if he had died 
at Ipswich at the age of thirty-three the world would 
have heard little and cared less about the work of 
Thomas Gainsborough. 

It is true, nevertheless, that those seemingly barren 
years in Suffolk were really years of rich harvest for 
the painter, or rather a season of seedtime, which was 
in due season to result in a plenteous fruition. We are 
apt to forget, in the absence of any great volume of work, 
whether in portrait or in landscape, attributable to the 
Suffolk period of his life, how long that period continued. 
Reynolds during the parallel years of his professional 
life left some five hundred canvases. Gainsborough's 
known works, as we have seen, amount to a poor thirty. 
Others must exist, but, whatever their number, they are 
certainly of the same rank in art as those of which we 
know. But the real gains of those fifteen years in the 
eastern county came from his constant contact with 
nature at an impressionable age, and the absence from 
his training of all the fetters and formulas of the schools. 
His artistic understanding was formed during those years, 
and his retentive mind was stored with the facts which 
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alone made possible the development of his art, which 
came so suddenly later. 

Those faculties, however, waited for their quickening 
upon the influences which were brought to bear upon his 
temperament by his removal from the quiet of Suffolk 
to the full life of Bath, and might have lain dormant 
for ever at Ipswich in the humdrum existence which the 
painter at first seems to have proposed for himself. Old 
Thicknesse, indeed, was not far wrong in his quaint turn 
of speech : " He had found he could fetch a good tone 
out of my fiddle, and why not out of his own palate ? " 
There was no better place in England than the Bath we 
have described as a field for the development of such an 
artistic personality as Gainsborough's. Its houses and 
lodgings during four months of the year were filled with 
the most beautiful women in Europe, whose presence 
was full of possibilities for an intelligence so alert and 
so sensitive to beauty as Gainsborough's. The fashion 
and glitter of the life at Bath, too, must have been a 
revelation to the painter after the tea parties and mild 
dissipation of a provincial town. Gainsborough's love 
of music, too, perhaps first found satisfaction in the 
admirable entertainments which were so great a feature 
of the amusements of Bath. His chosen friends through- 
out life were the professors of that sister art to which 
he was so devoted, and at Bath his intimates included 
few others than musicians and actors. It requires little 
imagination to realise Gainsborough's delight at hearing 
that marvellous voice of Elizabeth Linley, a delight which 
found such adequate expression in those three presenta- 
tions of that beauteous personality in which so much of 
its charm is preserved. Bath, too, in all probability 
supplied Gainsborough with his first real experience of 
the stage ; in any case, he would there find opportunities 
of theatre-going which were unsurpassed even in London, 
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and were most certainly denied to him at Ipswich. We 
know that he made the fullest use of these, and that 
he was on more or less intimate terms with Palmer, under 
whose management the Orchard Street theatre was 
filled with a succession of the best histrionic talent of 
the day. 

All these seem considerations to be taken into 
account in explanation of the transformation of Gains- 
borough as an artist, which certainly took place soon after 
his arrival in Bath — a transformation which was presently 
to appear most convincingly in his painting. But per- 
haps the most important of all has yet to be mentioned. 
It is certain that Gainsborough was influenced in his 
early work by the sight or the study of the work of some 
of the Dutch painters like Wynants and Ruysdael, though 
no one has ever explained where he found the opportunity 
of their study. At Bath, however, he was destined to 
come under the influence of some of the greatest men, 
notably of Vandyke, and to learn for the first time the 
possibilities of artistic expression in the terms of pigment 
and canvas. Thicknesse may have been useful in gaining 
access for him to one or other of the numerous mansions 
in the west country which contained galleries of the old 
masters, and are within easy reach of Bath — at Badminton 
or Longleat, Bowood or Wilton. At the last named he 
certainly spent much time during the first few years of 
his residence at Bath, and ^'was so fascinated by the 
great * Pembroke Family,' and spent so many hours before 
it, that he was able to reproduce it with wonderful 
fidelity." 

That masterpiece of the great Fleming was probably 
in better condition when Gainsborough studied it than at 
present. Waagen asserts that in 1773 it was sent to a 
Mr. Brompton for restoration. This restoration included 
apparently a soaking in poppy oil, the taking out of 
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paint with which the cracks in the varnish had been filled, 
the repainting of parts of the background, the restoration 
of decayed glazings, and the coating ^ with two coats of 
the best copal varnish." 

Gainsborough certainly copied this great work 
many times: one of these copies was sold after his 
death for ;fi2 5, and there were six other copies 
from works by Vandyke among the pictures he left in 
London, which show his devotion to that master. 
His admiration, indeed, for the painter was proverbial 
during his lifetime. Reynolds once said that Gains- 
borough copied Vandyke so perfectly that his copies 
could scarce be distinguished from the originals, and it 
seems certain that he died with the name of the painter 
on his lips. The obvious influence of Vandyke upon 
his own art is recognisable in a score of his finest 
works. 

Among the inducements which the thoughtful 
Thicknesse ofTered to Gainsborough as a reason for 
making the great change from Ipswich to the western 
watering place, was the offer of sitting for his own 
portrait '' My head," says he, *' was to be held up as 
the decoy duck, but the first sitting, not above fifteen 
minutes, is all that has ever been done to it, and in that 
state it hangs up in my house to this day." 

The failure of Gainsborough to finish a portrait of 
the Governor became a stumbling-block in the intercourse 
between the two men, and was the centre of a grievance 
on the part of the latter which lasted many years, and 
will require our consideration on a later page. Here we 
note that a sudden flow of business and prosperity was 
the chief cause of Gainsborough's lamentable neglect. 
After the first sitting, which the Governor has plaint- 
ively recorded, the further progress of the portrait 
was interrupted by a surprising stream of sitters to the 
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painter's studio— a patronage which seems to have been 
quite independent of the Governor's well-meant assistance 
in the matter of introductions, and was certainly no 
result of the '' decoy duck." " There were unmistakable 
rumours in the rooms/' says Fulcher, ^ that the painter 
in the Circus was a clever fellow. It was reported that 
he could paint a head as well as Mr. Hoare/' and, as 
Thicknesse himself reports, "business came in so fast 
that he was obliged to raise his price for a head from 
five to eight guineas " — a state of things which led to the 
final neglect of the decoy duck altogether. 

A certain interest thus attaches to Hoare as 
Gainsborough's chief competitor for the patronage of 
the fashionables of Bath in 1760, which is not excited 
by his few known paintings. William Hoare was himself 
a Suffolk man, having been bom at Eye in 1 706. He 
had early affected the Italian taste, then in such favour 
in England, and had studied under Grisoni, a painter 
of that nationality in London. Later he went to Rome, 
where as the pupil of Francesco Imperiale he embraced 
the faith of the decadent school of Italian painting, in 
whose hands the great art of Italy had suffered debase- 
ment and attenuation since the days of Guido. Hoare 
associated much with Pompeo Battoni, the fashionable 
but incompetent artist, who attracted most of the 
patronage of the travelling amateurs at Rome during 
the middle years of the eighteenth century. Hoare's 
want of success in the grand style in London was partly 
compensated by a moderate success as a portraitist in 
ci|iyon and pastel in Bath. He was one of the original 
members of the Royal Academy, and sent regularly to 
its exhibitions until his death, in 1792. But we imagine 
that his prosperity was greatly modified by the appearance 
of Gainsborough in the city which he had chosen as his 
place of practice. Certainly Gainsborough himself was 



8o THOMAS GAINSBOROUGH 

fortunate in finding no more dangerous rival in the city 
than Mr. Hoare. 

As in the case of Joshua Reynolds, who seven years 
earlier had stepped at once into a great and lucrative 
practice as a portrait painter in London, Gainsborough 
encountered little of the period of struggle and anxiety 
which awaits most of those who depend upon the arts 
for their livelihood. In the case of both painters, the 
period of qualification and probation had been passed 
without the grinding necessity of the inexorable pot- 
boiler. The early portraits which Reynolds had painted 
among the squires and yeomen of Devonshire, or of the 
military men at Minorca, had been auxiliary only to 
the funds which his friends had contributed to enable 
him to spend those fruitful years in Italy. So, too, with 
Gainsborough : the two hundred a year of his wife kept 
him in comfort, if not in affluence, when his needs and 
his opportunities of expenditure were few, and, by re- 
moving any necessity for the ignoble work by which so 
many artists are compelled to earn their first crust, 
enabled him to follow his own inclinations, and to 
acquire that equipment, both in outlook and in execution, 
which fitted him to make the most of the opportunities 
which were awaiting him in Bath. That equipment was 
more complete in one case than in the other, it is true. 
Reynolds's style was already formed when he set up his 
easel in St. Martin's Lane, and among the canvases 
which he painted during the first few years in London 
may be found some portraits which may almost claim 
to represent the fullest development of his art. With 
Gainsborough the move to Bath was the last and most 
important phase of his artistic education. The limita- 
tions of his environment appear in everything he painted 
in Suffolk. All that came from his pencil at Bath is 
stamped unmistakably with the impress of the develop- 
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ment of his genius which followed his residence in that 
city. To the eager and strenuous temperament of the 
full-blooded young man came all the glitter and 
sensuousness of that high-bred life with which he was 
surrounded for the first time. His innate love of the 
beautiful enabled him to recognise pictorial possibilities 
in this refinement of humanity of which he had never 
dreamed in Suffolk, and the works of his g^eat pre- 
decessors in the galleries of Wilton or of the other great 
houses of the west country taught him other possibilities 
in the technical and decorative aspects of his art. The 
result of the influences we have endeavoured to trace, 
which were brought to bear upon him by his removal 
from Ipswich, is the Gainsborough we know, the painter 
of the Mrs. Graham and the Blue^oy, the Mrs. Sheridan, 
the Lady Mulgrave, and the view of the Mall. No 
figure subject that we know of as from his hand during 
the Ipswich period would be called a picture ; few that 
he painted after his arrival in Bath are not entitled to 
that description. 

Although the pictures painted by Gainsborough at 
Bath have generally an unmistakable character of their 
own, there is often much difficulty in assigning particular 
examples to particular years, and in labelling portraits 
with the names of their sitters. This difficulty is owing 
to the fact that it was seldom the practice of the painters 
of that time to sign or date their canvases, and that 
Gainsborough's habit was no exception. The difficulty 
was not altogether removed when the annual exhibitions 
of pictures by living artists were instituted in London, 
for his portraits were usually described in the catalogues 
by some indefinite title. It follows that many " Portraits 
of Gentlemen " or of " Ladies " from his pencil have only 
been identified, except in cases where their features were 
already public property by distinctions of eminence or 
6 
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notoriety, by the notes of contemporary connoisseurs in 
the catalog^ues. 

Gainsborough was in one respect very fortunate in 
the time of his starting portraiture in Bath, in that it 
coincided with the institution of public exhibitions of 
paintings in England. Although he could scarcely be 
called a provincial artist at Bath (for the company which 
assembled there during the season was as representative 
and metropolitan, even cosmopolitan, as any in London), 
yet the new annual exhibitions in London gave him the 
opportunity of appealing to two separate publics in a 
twelvemonth. These were the fashionables at Bath who 
employed him, and the other people of fashion in 
London who at present flocked chiefly to Mr. Reynolds's 
painting-room in Leicester Fields, but who later were 
quite ready to accept Mr. Gainsborough also. The 
exhibitions, indeed, enabled Gainsborough to make his 
work familiar to the small public in London, whose 
suffrages were the only source of encouragement for a 
portrait painter, with the result that when, twelve or 
fourteen years later, the time came for him to quit Bath, 
he took his place in London with little more disturbance 
of his professional life than was involved in the thirty 
hours' journey by coach. 

The institution of exhibitions of contemporary art 
had followed the growing association of artists with each 
other in London which we have already noticed in their 
origin at the studios of individuals, and at schools like 
that in St. Martin's Lane. The flrst exhibition on 
record, that of 1755, was the result of the charity of the 
London artists, headed by no less an artistic light than 
William Hogarth. 

Hogarth had presented to the Foundling Hospital 
his full-length portrait of its founder. Captain Coram, 
his ^ Moses before Pharaoh's Daughter," and a number 
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of tickets in the lottery for '^ The March of the Guards 
to Finchley," which resulted in that picture becoming 
the property of the Hospital. His generous example 
was imitated by other living artists — Hayman, Wills, 
Highmore, Hudson, Ramsay, Lambert, Wilson, and Pine 
— and the collection thus formed was thrown open to the 
public. 

Hogarth had in view a larger scheme for the benefit 
of the Hospital — a design of decorating the building by 
a combination of painters, sculptors, and architects. A 
committee was formed for the purpose of taking this 
object into consideration. Though the scheme was for 
some reason abandoned, this committee of artists was 
not dissolved, but continued to meet annually on the 
5th November, when they were accustomed to dine 
together and spend a social evening. The public 
interest which was excited by the exhibition of the 
Foundling pictures in 1755 decided this committee to 
organise an exhibition of the work of artists living in 
1 760 on a more extended scale. This they opened on 
the 2 1 St April at the Great Room of the Society for the 
Encouragement of Arts, Manufactures, and Commerce, in 
the Strand. There was a charge of sixpence for the 
catalogue, but none for admission. The artists mustered 
altogether seventy-four works. Hogarth held aloof, but 
the show included some well-known works by other 
men : Reynolds, for example, sent the portrait of one of 
the famous Gunnings, the whole-length of the Duchess 
of Hamilton, and the three-quarter length of Lady 
Elizabeth Keppel, with two less known portraits. 
Richard Wilson's ''Niobe" was among the landscapes. 
Hayman sent his portrait of Garrick as Richard the 
Third; there were landscapes by the three Smiths of 
Chichester; and Roubilliac was represented by a work 
which is quite typical of his rather flamboyant style of 
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sculpture — ^the Shakespeare which he executed for Mr. 
Garrick's villa at Hampton, and which may be seen to 
this day in the vestibule of the British Museum, to 
which institution it was bequeathed by the actor. 

In the circumstances of his change of habitation, 
it is not surprising that we find Gainsborough unre- 
presented at the exhibition of 1760. But from 1761 
onwards his portraits were important contributions to 
each succeeding exhibition, and were annually expected 
with interest by connoisseurs like Horace Walpole, from 
whose annotations to the annual catalogues, indeed, a 
great number of the painter's anonymous portraits have 
since been identified with their sitters. 

His first contribution to these catalogues was when 
in 1 76 1 he sent the whole-length of Robert Craggs 
Nugent, later Lord Clare and Earl Nugent Nugent 
was an eminently notable man, and his portrait may be 
regarded as the first of those representations of his 
contemporaries which make so much of Gainsborough's 
portraiture a record of the life of his times. Nugent 
had a house in the North Parade in Bath, and was 
close on sixty when he sat for the painter. He was 
one of those Irish placemen who cut so g^eat a figure 
in the politics of the last century, and combined with 
his political accomplishments a perfect genius for marry- 
ing rich and moribund ladies. He started life with a 
fortune of fifteen hundred a year, and died a millionaire. 
His first wife, a daughter of Lord Fingall, died in 173I1 
a year after their nuptials. Six years later, Nugent 
espoused a lady originally a Miss Craggs, daughter of 
the famous Postmaster-General; and sister of the more 
famous James, the Secretary of State. This lady, how- 
ever, had already twice changed her name before 
becoming Mrs. Nugent, when she brought to her third 
the accumulations of two rich husbands, as well as her 
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large original fortune. Nugent by this marriage became 
the owner of a whole parish, that of Gosfield in Essex, 
of a seat in Parliament, and of ;£" 100,000 in cash 
besides. The lady died twenty years later, and in the 
following year he married the daughter of Henry Drax 
of Charlborough, and widow of the fourth Earl of 
Berkeley, with whom he acquired a further large fortune. 

Nugent, as the owner of the borough of St. Mawes 
in Cornwall, had a finger in every political pie between 
1 74 1 and 1784. He had no principles, and was 
frankly at the disposal of the highest bidder. He lent 
large sums to the interesting Frederick Prince of Wales, 
which, though never repaid, proved an excellent invest- 
ment for the Irishman, as the source of the places and 
titles Which were bestowed upon him during a quarter 
of a century by the Prince's grandson, King George the 
Third. Nugent in the House of Commons was tolerated 
as an amusing buffoon, and often appears in the pages 
of Wraxall in that capacity. He was called "Old 
remote from liberty and truth," from the first line of a 
poem published in his name but written by a more 
accomplished man, in which he describes his conversion 
to the Protestant from the Catholic faith ; though it is 
noteworthy and quite characteristic of the man that he 
was reconverted again before his death. 

Wraxall tells us how Nugent* s London house was 
ransacked by burglars, by whose depredations he lost 
many pairs of lace ruffles. When, after the fall of 
North's Ministry, the Whigs became resplendent in dress, 
in exchange for the sober colours they had worn, in 
sympathy with the Am^erican colonists, Nugent related 
his loss to the House, and told the Speaker he thought 
he saw many of his missing ruffles on the persons of 
honourable gentlemen opposite. He professed a great 
desire to bring Mr. Pitt and Mr. Charles Fox together 
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in 1784, and from his place in the House (^ered the 
pair a dinner, at which, as he said, ^' they might both get 
gloriously drunk " He affected, indeed, the character 
of the typical frank and rollicking Irishman, but was in 
reality a scheming and unprincipled but able man: He 
is best remembered, perhaps, as the friend of Goldsmith, 
whose acquaintance he made on the appearance of the 
" Traveller," a friendship which is commemorated in the 
" Haunch of Venison." 

Gainsborough painted Lord Nugent twice. The 
portrait exhibited in 1761 went to Stowe, the Marquess 
of Buckingham having married Nugent's daughter. At 
the Stowe sale in 1848 it was bought by Field Marshal 
Sir George Nugent for £106, who also possesses the 
portrait of Nugent's son, Colonel Nugent, exhibited by 
Gainsborough in 1765. The second portrait of Lord 
Nugent is in the possession of the Corporation of Bristol, 
for which borough he sat for twenty years ending in 

1774- 

Gainsborough in 1762 again sent only a single 

contribution to the exhibition — the portrait of William 
Poyntz, the squire of Midgham, Berkshire, who is painted 
as a sportsman with a gun and sitting under a tree ; a 
portrait well known from the small engraving published 
in Messrs. Graves's series of the works of the painter. 

The painting of Mr. Poyntz's portrait most probably 
led to the sittings which followed of Lord and Lady 
Spencer, and of their young daughter Georgiana, after- 
wards so famous as the beautiful Duchess of Devonshire, 
the Countess being sister to Mr. Poyntz. The three 
portraits mentioned are all of this period, and although 
not exhibited were probably painted in 1762 or 1763. 
The Earl and Countess are bust portraits only, the 
pictures being a pair. Lady Georgiana Spencer is 
painted as a very young child. The portrait of the 
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Countess is considered one of the finest of Gainsborough's 
less ambitious portraits, and the three are of great 
interest as establishing his connection with that great 
family. 

The marriage of this young couple in 1755 ^^cl 
created a great sensation, even in those days when 
functions of the sort were not rare. An eye-witness 
told J. T. Smith of the procession in London. ^'The 
bride followed in a new sedan chair lined with white 
satin, a black page walking before and three footmen 
behind, all in the most suberb liveries. The diamonds 
worn by the newly-married pair were presented to Mr. 
Spencer by Sarah Duchess of Marlborough, and were 
worth ;£^ 100,000. The shoe-buckles of the bridegroom 
alone were worth ;f30,ooo." The year after the 
marriage Mrs. Delany met " Mrs. Spencer, one of the 
finest figures I ever saw, in white and silver with all 
her jewels and scarlet decorations; her modest un- 
affected air gives a lustre to all her finery, that would 
be only tinsel without it." Another lady declared that 
young Mr. Spencer "might spend ;f 3 0,000 a year 
without hurting himself," and the home-coming of this 
fortunate couple seems certainly to have been on a 
scale suitable to such wealth. Lady Hervey relates 
that when the wedding party made the journey from 
London to Althorp in three coaches, each with six 
horses, and two hundred horsemen as an escort, the 
villages through which they passed were in the greatest 
alarm, some of the people shutting themselves in their 
houses, and others ' coming out with pitchforks, spits, 
and spades, crying out, "The invasion is come," and 
believing that the Pretender and the King of France 
had both come together. Great relief, we are told, was 
expressed when the cavalcade passed without setting 
fire to the houses or murdering the inhabitants. It is 
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pleasant to remember that the great anticipations 
excited by this happy union were fulfilled in the lives 
of the Earl and Countess. He is remembered as a 
liberal patron of the arts, and as the founder of the 
magnificent collection at Althorp. 

The exhibition of 1763 contained three works by 
Gainsborough — a whole-length of Quin, the actor; 
portrait of a gentleman, a whole-length identified by 
Fulcher as a portrait of Mr. Medlicott, '^the gay and 
gallant cousin of Richard Lovell Edgeworth"; and a 
landscape not identified. Edgeworth, as we have seen, 
was a friend of Humphrey Gainsborough, the painter's 
brother, which may have led to the sitting by Medlicott, 
if indeed the picture is of that gentleman. 

Quin sat thrice for Gainsborough, and the three 
portraits of the actor may be regarded as the memorial 
of the strong intimacy which existed between them. 
There was much in common between the jovial witty 
actor, fond of a coarse joke, and the painter with the 
same tastes, and they were much together during the 
last years of the actor's life, which were spent at Bath. 
Quin's will contained a clause bequeathing £so to 
" Mr. Thomas Gainsborough, limner, now living at Bath," 
and we shall have something to say of their intimacy 
in trying to trace Gainsborough's life in that city. 

The picture exhibited in London is that belonging 
to the Duke of Cleveland, who bought it at the Wiltshire 
sale in 1 867. It represents the actor sitting in a chair 
with a volume of plays in his hand, and the composition 
and illumination recall somewhat the portrait of Orpin, 
the parish clerk, in the National Gallery. Quin at this 
time was nearing the end of his life, and, according to 
Fulcher, expressed a great reluctance to sit to the 
painter, who observed, " If you will let me take your 
likeness, I shall live for ever," when the actor gave way 
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and consented. The incident may be true, and the 
hesitation may have been caused by the affection of the 
skin from which Quin suffered in his later years. The 
picture passed into the possession of Wiltshire, with 
many other works of the painter, under circumstances 
which we notice elsewhere ; and Fulcher represents Quin, 
Wiltshire, and the painter as boon companions at this 
time. The King possesses the other portrait of the 
actor by Gainsborough, which now hangs in Buckingham 
Palace. 

Gainsborough's unfortunate habit of exhibiting his 
works without names prevents any identification of the 
full-length " Portrait of a Gentleman " which he sent to 
the exhibition of 1764. In the following year, 1765, he 
contributed the fuU-leng^th of Colonel Nugent, son of the 
first Lord, which we have mentioned already, and the 
large equestrian portrait of General Philip Honywood. 

Honywood was the representative of a younger 
branch of the notable family of baronets long settled in 
Kent, who lived on an estate of his own in Essex called 
Marks HalL He was not particularly distinguished as 
a soldier, but he was the governor of the citadel of 
Kingston-upon-HuU, and sat for the borough of Appleby 
for thirty-one years. 

Nasted, the historian of Kent, tells us that a large 
library was added to Marks Hall in order to accommodate 
I this large canvas, which Londoners had an opportunity 
of seeing in 1902, when it appeared at the Guildhall 
Exhibition at the top of the staircase. It represents a 
gentleman of genial and imposing aspect, in a scarlet 
uniform and laced hat, with his sword drawn but with no 
scabbard, riding a bay horse through a wooded land- 
scape. This landscape, says Nasted, is a part of the 
park at Marks Hall. The picture made some stir when 
it appeared in London in 1765. Walpole wrote in his 
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catalogue " Very good," and we learn from Fulcher that 
King George expressed a great desire to become its pos- 
sessor. 

This work shows a departure from any previous 
portrait by the painter, and is as good an illustration as 
need be of the great transformation wrought in his 
artistic understanding and practice by his removal to 
Bath. The character of the sitter is most admirably 
suggested, and the background is very finely conceived 
and painted, without at all competing for notice with the 
subject It is perhaps the first of those notable back- 
grounds in which the painter employed landscape with 
such mastery to complete the patterns of his portraits, 
and in which the literal rendering of natural detail 
begins to be modified, though there is a very convincing 
representation of the stem of a silver birch. It is re- 
markable, too, as an early instance of Gainsborough's 
great skill in the management of large masses of bright 
colour. It is possible that this portrait may have been 
suggested to Gainsborough by the exhibition in 1761 of 
Reynolds's large equestrian portrait of Lord Ligonier, 
now in the National Gallery. The theory is most in- 
teresting and plausible. Some letters of Gainsborough, 
which we shall examine later, prove beyond doubt that 
he was by no means anchored in Bath, as has been sup- 
posed by some of his biographers. It is almost certain 
that he chose the annual exhibitions for an opportunity 
of visiting London, and the mild competition between 
himself and Reynolds which appears in the choice of 
subject and treatment in this and other canvases may 
quite well have been the result of these visits. In the 
particular case under notice, Gainsborough certainly got 
the better of the contest. The Honywood is a finer 
picture than the Ligonier, but it is fair to remember that 
Reynolds had the difficult task of making his sitter 
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appear a younger man by twenty years than he was at 
the time, which seems some excuse for some of the 
deficiencies of his portrait 

Reynolds in 1762 had exhibited the well-known 
portrait of Garrick between the figures of Tragedy and 
Comedy, which again may have inspired Gainsborough 
with the wish of painting that great actor. In any case, 
the most striking canvas of the four he sent to the 
exhibition of 1766 was the portrait of Garrick now at 
Stratford-on-Avon, exhibited as a " Portrait of a Gentle- 
man." The others were another whole-length of a 
gentleman, a group of a lady and gentleman, and a 
''large landskip with figures," all of which are un- 
identified. 

This was the first of the six portraits of Garrick 
by the painter, and is well known from the engraving 
by Valentine Green. The actor stands leaning against 
a pedestal surmounted by a bust of Shakespeare, which 
he encircles with his arm. The pedestal is over- 
shadowed by foliage, and the background includes a 
representation of the famous Palladian summer house 
and bridge in Wilton Park. "Mrs. Garrick," says 
Fulcher, " declared it was the best portrait of * her Davy ' 
ever painted." The picture is certainly admirably 
painted, and is no doubt a good portrait, and it is 
accepted as one of the painter's successes. But the 
design and the attitude seem false and affected to some 
of us, even for so self-conscious a personality as an actor, 
and David Garrick at that It hangs in the Town Hall 
at Stratford in a very poor light, and is in admirable 
preservation. 

Much misunderstanding has arisen as to the cir- 
cumstances in which this portrait went to Stratford-on- 
Avon. This is entirely owing to Mr. Fulcher, who 
quotes a Mr. Wheler, the author of a very indifferent 
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guide to the town, and adopts a quite unworthy sugges- 
tion against Garrick's good faith made by that gentle- 
man. Wheler, misreading an entry in the account 
books of the Corporation of Stratford, conjectures that 
Garrick claimed credit for having presented his portrait 
to the town, while as a fact the picture was purchased by 
the Corporation from Gainsborough himself, to whom 
they paid his full fee. Fulcher more or less adopts this 
reading of the facts, and has thereby perpetuated a very 
unworthy suggestion, which seems to the present writer 
totally groundless. The note in which he deals with the 
matter should be quoted here, because other biographers 
have accepted Fulcher's careless handling of the facts, 
and in so doing have done an injustice to Garrick's 
memory. 

Says Fulcher: — "We have stated that Garrick 
presented this picture to the Corporation of Stratford-on- 
Avon. The matter is, however, involved in some ob- 
scurity. Mr. Wheler, in his history of Stratford, describ- 
ing the Great Room in the Town Hall, says : 

" * At the south end is a whole-length painting by 
Gainsborough of David Garrick, and at the north end 
one of Shakespeare by Wilson, . . . presented by Garrick 
in 1769. • . 

"'Garrick presented to the Corporation his own 
picture, which formerly adorned his seat at Hampton. 
The Corporation themselves paid Mr. Wilson for the 
painting of Shakespeare. In the Corporation accounts 
for the year 1769 are the following items: 

* To Mr. Gainsborough for Mr. Garrick's picture £6^ 
To Mr. Wilson for a picture frame to the 
picture of David Garrick, Esqr. ' £74* 

It has been conjectured that the Corporation paid for 
both pictures, but that, in order that Garrick might enjoy 
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the credit of having presented a picture of Shakespeare, 
as stated on the bard's statue without the Hall, the 
sum of jf 74 paid to Wilson was entered as paid for the 
frame, which is indeed of elaborate workmanship." 

This rigmarole would be unworthy of notice were it 
not for the insinuation against Ganick's good faith which 
it contains, and but for the fact that it has formed a text 
for portentous head-shaking at Garrick's moral delin- 
quencies by almost all the biographers of Gainsborough, 
who have followed Mr. Fulcher in his stupid mistake of 
quoting Mr. Wheler as an authority. Mr. Wheler was 
the first to claim for Garrick that he presented his own 
portrait to the Corporation, and he refutes his own state- 
ment by quoting the Corporation records. These show 
that the Corporation paid for a portrait of Garrick, which 
no one but Mr. Wheler and his followers ever doubted, 
and that they paid £Ti^ to Benjamin Wilson, the artist of 
the picture of Shakespeare which Garrick did present, for 
the elaborate frame in which Gainsborough's portrait of 
the actor is still to be seen. The inscription on the out- 
side of the Town Hall, which has been there for nearly 
a century and a half, might, one would have thought, 
have prevented these mistakes and injurious insinuations. 
When in 1768 the Town Hall was rebuilt, Garrick pre- 
sented the statue of Shakespeare, still to be seen standing 
in a niche over the doorway, with a tablet below bearing 
the following inscription : 

" The Corporation and Inhabitants of Stratford, 
assisted by the Munificent Contributions of the Noblemen 
and Gentlemen in the neighbourhood, rebuilt this edifice 
in the year 1768. 

" The Statue of Shakespeare and his Picture within 
were given by David Garrick, Esqn" 

This inscription, read with the entry in the books of 
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the Corporation, makes the facts perfectly clean These 
are, that Garrick presented the statue of the poet, and 
the poet's portrait by Benjamin Wilson, to the Corpora- 
tion ; that Garrick's portrait by Gainsborough was paid 
for by the Corporation in the regular way; and that 
Benjamin Wilson was employed by the Corporation to 
provide an elaborate frame, costing £74^ for Gains- 
borough's portrait of the actor. All that has been 
written by Fulcher and others to the detriment of 
Garrick's conduct in the matter' is pure assumption, 
founded upon the obscure Mr. Wheler^s slovenly reading 
of the plain facts in his worthless guide. 

The unexhibited pictures which Gainsborough painted 
during the first few years of his residence at Bath are 
very hard to identify. The best known and the most 
authentic of these is the head of Orpin, the parish clerk 
of Bradford-on-Avon, in the National Gallery. This is 
undoubtedly one of his earliest works at Bath, and has 
more affinity to the Ipswich portraits than anything we 
know of painted later. If, as is said, he painted Samuel 
Richardson, the novelist, the painter's death in 176 1 
would fix the date of the sitting in the beginning of that 
year at latest. The portrait of Lady Mary Wortley 
Montagu mentioned by Mrs. Bell would come in the 
same early period. Fulcher mentions a portrait of 
Sterne, once in the possession of the Bishop of Ely, as 
among the early portraits of the Bath period. The fame 
which turned the head of that extraordinary divine when 
his first volume of Tristram Shandy appeared, in 1760, 
doubtless induced him to mix with the fashionables at 
Bath. Reynolds painted his wonderful head of Sterne 
in that year, and Gainsborough would naturally seize any 
opportunity which presented itself of recording his impres- 
sion of the features of so famous a sitter. 

From the arrival at Bath, too, date those numerous 
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landscapes and scenes of rural life which so often appear 
at exhibitions and are so typical of one phase of Gains- 
borough's art. These he seldom sold, and they were the 
product of the opportunities which a cessation in the 
stream of sitters to his painting-room gave him for in- 
dulging his love of landscape and rural life. The more 
famous of these, however — the " Market Cart " of the 
National Gallery, or the " Harvest Wagon " in Lord 
Tweedmouth's collection, or the " Cottage Door " of the 
Duke of Westminster — were painted much later in the 
Bath period. 

His eaiiier landscapes were those in which he seemed 
to revolt from the tightness of his Suffolk style, by the 
obtrusive hatching in the tree forms which appears in so 
much of his landscape. Later he passed to the low tones 
and solemn abstractions of form and colour, which are 
seen to such advantage in the great " Watering Place " in 
the National Gallery. 



CHAPTER IV 
BATH— GAINSBOROUGH AND JACKSON 

IT seems easy to give a very plausible guess at 
Gainsborough's real tastes, if there is truth in the 
saying that a man is known by his friends. With the 
exception of poor Joshua Kirby, whose single talent 
appears to have been employed in the teaching of per- 
spective, every one of the close acquaintances of the 
painter of whom there is record had a direct connection 
with music or the stage. He made friends with Giardini, 
the eminent fiddler, in the early Ipswich days ; to Jackson, 
the musician of Exeter, he wrote the longest collection of 
his letters which exists; George Frederic Abel, the 
master of the viol da gamba, was one of his first friends 
at Bath ; through Abel, no doubt, came the intimacy with 
his partner Johann Christian Bach, who co-operated with 
Abel in the famous chamber concerts ; Fischer, the haut- 
boy player, courted Gainsborough's daughter in Bath, and 
later married her in London. The sitting which Garrick 
gave to the painter in 1763 or 1764 no doubt led to the 
intimacy which is preserved in a few letters we shall have 
occasion to quote. Quin, the actor, had Gainsborough's 
company as the solace of his last years; the painter 
watched the first appearance of the excellent Henderson 
in Palmer's theatre, and was his friend from that day 
forward ; and one of the intimates of his latest years was 
the young Bannister, in whose congenial company he 
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seems to have renewed much of the engaging spirit of 
his youth. 

It is remarkable that many of these musical and 
histrionic friends had serious flirtations with the graphic 
arts, and as a consequence there must have been much 
mutual advantage in the acquaintance for both parties'; 
certainly no amateur could have sought advice in a better 
quarter than Gainsborough's painting - room. Jackson 
himself appears to have had thoughts of relinquishing 
the profession of composing and the training of choir 
boys for that of painting, and his work, according to his 
latest biographer, was not unknown in London as that of 
" an honorary exhibitor at the Royal Academy." Gains- 
borough gave him some very practical advice in this 
connection with a good-nature which was a part of the 
man's character. Jackson, many years after the painter's 
death, wrote a character of his friend, in which he was 
ponderously merry at the expense of Gainsborough's 
pretensions as a musician, and one shrewd critic has 
suggested, with some reason, that this attitude may have 
been the result of the painter's depreciation of the 
musician's own efforts with the palette and pencil. Bach 
and Abel, though not given to the practice of painting, 
both possessed a taste in the arts, which they were 
accustomed to gratify by the acquisition of the painter's 
sketches on the easiest of terms. Henderson was a quite 
competent draughtsman ; he made etchings for Foumier's 
"Theory of Perspective," under whom, indeed, he had 
studied, and in 1767 gained a premium for a drawing 
which he exhibited at the exhibition of the Society for 
the Encouragement of Arts and Sciences. Jack Bannister 
began life as a student of the Royal Academy. Garrick 
may quite possibly have consulted Gainsborough about 
the scenic effects at his theatre ; at any rate, the painter 
was ready with some interesting advice upon that subject. 

7 
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Jackson is the first of these acquaintances who claims 
our notice, if only on account of the letters from Gains- 
borough, which were the result of their friendship, and 
were preserved in the musician's family. In the un- 
fortunate dearth of documentary material bearing upon 
the life of the painter, these letters have a value more 
than ordinary. They give, moreover, some very interest- 
ing indications of Gainsborough's views upon men and 
things. The letters are the property of the Royal 
Academy, and have a very clear pedigree. They were 
originally found in a portfolio with a collection of draw- 
ings made by Mr. Thomas Jackson, the brother of the 
musician, who was minister at Turin in 1780. This 
gentleman's nephew, Mr. Elmsley, Q.C., who was County 
Court Judge at Derby, and died in 1862, bequeathed 
them to his niece, Miss J. Ballard, from whom they were 
acquired by the Academy. 

Their recipient, William Jackson of Exeter, was the 
son of a grocer of that town, afterwards master of the 
workhouse. William received his first musical training 
in the cathedral under the organist, John Silvester, but 
in 1748 went to London to become the pupil of John 
Travers of the Chapel Royal. He soon turned to the 
composition of original works, church music, cantatas, 
and the like, and in 1767 produced Lycidas at Covent 
Garden, upon the occasion of the death of the Duke of 
York and Albany. He made his headquarters in Exeter, 
however, though he was a member of musical bodies in 
London like the Madrigal Society, at whose meetings he 
regularly attended. His chief source of income was the 
teaching of music in his native town until Michaelmas 
of 1777, when he was appointed sub-chanter, organist, 
and choirmaster in the cathedral. 

Jackson a few years later wrote the music to General 
Burgoyne's libretto of the Lord of the Manor^ a work 
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which brought him some fame. In later years he formed 
a literary society in Exeter, where each member read 
some original composition at the meetings at the Globe 
Inn in Fore Street, and he was accepted as one of the 
minor literary lights of his day. He was intimate with 
the Sheridans, who introduced him at the age of seventy 
to Samuel Rogers, whom he somehow induced to act as 
his literary executor. The renowned Wolcot was another 
of his friends, and those who knew him have described 
his manners as social and communicative. His music is 
almost forgotten now, though one of his church services 
is often heard in country churches. Experts declare that 
his music generally has refinement and grace, but little 
character. Gainsborough, however, as is manifest from 
some of his letters, had a great opinion of Jackson's 
ability. 

These letters are mostly undated, but the greater 
number of them belong obviously to the earlier years of 
Gainsborough's residence in Bath, up to and including 
1768. They are set out in the probable order of date in 
which they were written, and one written later from 
London is included for convenience in this chapter. 

"My dear Jackson, — I will suppose all you say 
about my exhibition pictures to be true, because I have 
not time to dispute it with you. I am much obliged to 
you, and wish I could spend a few days with you in 
town. But I have begun a large picture of Tommy 
Linley and his sister, and cannot come. I suppose you 
know the boy is bound for Italy the first opportunity. 

" Pray, do you remember carrying me to a picture 
dealer's somewhere near Hanover Square, and my being 
struck with the leaving and touch of a little bit of tree ? 
The whole picture was not above eight or ten inches high, 
and about a foot long. I wish, if you had time, that you 
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would inquire what it might be purchased for, and give 
me one line more whilst you stay in town. 

" If you can come this way home, we may enjoy a 
day or two of your company. I can always make up 
one bed for a friend without any trouble, aind nobody 
has a better claim to that title than yourself. — Believe 
me, dear Jackson, yours most sincerely, 

"Tho. Gainsborough. 

''May iithy 1768. 

" My compliments to all inquiring friends, and damn 
this pen." 

"Bath, Aug. 23. 

" My dear Jackson, — Will it (damn this pen), will 
it serve as an apology for not answering your last 
obliging letter, to inform you that I did not receive it 
for near a month after it arrived, shut up in a music book 
at Mr. Palmer's ? I admire your notions of most things, 
and do agree with you that there might be exceeding 
pretty pictures painted of the kind you mention. But 
are you sure you don't mean, instead of the " Flight into 
Egypt," my Flight out of Bath ? Do you consider, my 
dear maggoty sir, what a deal of work history pictures 
require, to what little dirty subjects of coal horses and 
jackasses and such figures as I fill up with ? 

" No, you don't consider anything about that part of 
the story; you design faster than atiy man or any 
thousand men would execute. There is but one flight 
I should like to paint, and thaf s yours out of Exeter ; 
for while your numerous and polite acquaintances 
encourage you to talk so cleverly, we shall have but 
few productions, real substantial productions. But to be 
serious, as I know you love to be, do you really think 
that a regular composition in the Landskip way should 
ever be filled with history, or any figures but such as fill a 
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place — I won't say stop a gap — or create a little business 
for the eye to be drawn from the trees in order to return 
to them with more glee ? 

" I did not know you admired these tragi-comic 
pictures, because some have thought that a regular 
history picture may have too much background and the 
composition be hurt by not considering what ought to 
be the principal. But I talk now like old Squaretoes. 
There is no rule of that kind, say you, 

" But then says I, 
Damme, you lie. 

" If I had but room and time before old Palmer seals 
up his packet, I'd trim you. I have been riding out 
with him this morning ; I wish I had been with him in 
Devonshire. Adieu, T. G." 

This letter is evidently an answer to one from 
Jackson, urging what was known at that time as the 
grand gusto upon the painter. Reynolds was the prophet 
of the grand gusto in England, and its beauties were 
the theme of many of his discourses delivered at the 
Academy, though the few essays he made in the practice 
were performed with only indifferent success. Hogarth, 
too, had demonstrated how a master who treated the 
subjects he saw and felt with something amounting to 
inspiration could be mediocre and almost commonplace 
when he sought to reproduce the religious fervour of 
other and exotic schools of painting in such works as the 
"Pool of Bethesda" or "Paul before Felix." Later 
came Mr. West, and the turbulent Barry with his grand 
scheme of decorating the Great Room of the Adelphi ; 
later still, the enterprise of Alderman Boydell, who, in his 
Shakespeare Gallery, set out to prove that the native 
school of painting was capable of the highest flights in 
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historical and imaginative painting, and succeeded, as 
most people are agreed to-day, in establishing the exact 
contrary. One wonders what has become of those acres 
of painting in the grand style which his artists turned out 
with such fervour at the end of the century — Reynolds 
and Northcote, Romney, Barry, Haydon, and Mr. West. 
One sees prints from these efforts regfularly at Christie's 
and Sotheby's, in which dealers profess but a languid 
interest, but no hanging committee of a winter exhibition 
at Burlington House is ever bold enough to attempt the 
resurrection of an original. The annals of the first 
century of the English school of painting is a record of 
disaster in the pursuit of the grand gusto: one is 
thankful that Gainsborough, unlike his rivals Reynolds 
and Romney, added nothing to the tale. His native 
shrewdness kept him to the subjects he could paint and 
live by, to his great advantage and our own. 

" My dear Jackson, — To show you that I can be 
as quick as yourself, tho' I shall never be half as clever, 
I am answering your letter the very moment I received 
it from Mr. Palmer. I shall not teaze you upon the 
subject of the Flight, as we are now upon a better, and 
that which, above all, I have long wished to touch upon ; 
because, tho' I'm a rogue in talking about painting, and 
love to seem to take things wrong, I can be both serious 
and honest upon any subjects thoroughly pleasing to me, 
and such will ever be those wherein your happiness and 
our friendship are concerned. 

"Let me, then, throw aside that damned grinning 
trick of mine for a moment, an<^ be as serious and stupid 
as a horse. Mark, then, that ever since I have been 
quite clear in your being a real genius, so long have I 
been of opinion that you are dayly throwing away your 
gift upon gentlemen, and only studying how you shall 
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become the gentleman too. Now, damn gentlemen, there 
is not such a set of enemies to a real artist in the world 
as they are, if not kept at a proper distance. 

'^ They think, and so may you for a while, that they 
reward your merit by their company and notice ; but I, 
who blow away all the chaff (and, by G — , in their eyes 
too, if they don't stand clear), know that they have but 
one part worth looking at, and that is their purse ; their 
hearts are seldom near enough the right place to get a 
sight of it. If any gentlemen come to my house, my 
man asks them if they want me (provided they don't 
seem satisfied with seeing the pictures), and then he asks 
what they would please to want with me ; if they say a 
picture, — * Sir, please to walk this way, and my master 
will speak to you ' ; but if they only want me to bow and 
compliment, — * Sir, my master is walk'd out ' ; and so, my 
dear, there I nick them. Now, if a lady, a handsome 
lady, comes, 'tis as much as his life is worth to send her 
away so. . . . 

" I wish you \WA a little nearer, so that I could see 
you often, or a good deal nearer, if you please. I have 
no acquaintance now, nor will I till I can say within 
myself, * I approve my choice.' There are but few clever 
fellows worth hanging, and that consideration makes you 
the more worthy. 

" Adieu for want of room ; I'll write again very soon. 

«T. G. 

" Bath, Septr. 2, 1769." 

"Bath, Septr. i/^th (1769). 
"My dear Jackson, — Now you seem to lay too 
much stress upon me, and show yourself to be a serious 
fellow. I question, if you could splice all my letters 
together, whether you could find more connection and 
sense in them than in many landskips joined, where half 
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a tree was to meet half a church to make a principal 
object. I should not think of pretending to reproach you, 
who are a regular system of philosophy, a reasonable 
creature, and a particular fellow. If I meant anything 
(which God knows if I did), it is this, that many a real 
genius is lost in the fictitious character of the gentle- 
man, and that, as many of these creatures are con- 
tinually courting you, possibly you might forget, 
what I without any merit to myself remember from 
mere shyness, namely, that they make no part of the 
artist. 

" Depend upon it, Jackson, you have more sense in 
your little finger than I have in my whole body and 
head ; I am the most inconsistent changeable being, so 
full of fits and starts, that if you mind what I say, it will 
be shutting your eyes to .some purpose. I'm only 
sensible of meaning, and of having once said, that I 
wished you lived nearer to me ; but that this wish does 
not proceed from a selfishness rather than any desire of 
correcting any step of yours, I much doubt. I might 
add perhaps in my red-hot way, that, damme, Exeter is 
no more a place for a Jackson than Sudbury in Suffolk 
is for a G. For all the rest you know better than I can 
tell you, I'm certain. You have one fault, which I must 
tell you of: you can stop to gaze with wonder and 

astonishment upon such a fellow as H ^y, and let slip 

all his merit of care, labour, and prudent selfishness 
through your own fingers. 

" I look upon this letter as one of my most agreeable 
performances, so don't let's have any of your airs. I 
could say a deal more ; but what can a man say, pent up 
in a comer thus ? — ^Yours, T. G. 

" William Shakespeare Jackson, Esqr." 
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" Dear Jackson, — Is it true that you broke your 
neck in going home ? I have not seen Palmer, but only 
the day after your departure, to learn the truth. It is a 
current report here that the great and amiable Mr. 
Jackson got a mischief in going home, that you had tied 
your horse by the head so fast that his head was dragged 
off in going down a hill, and that you ordered the driver 
(like a near-sighted man) to go back for the horse's 
body, and that the chaise horses, frightened at the sight 
of the boy's riding up upon a horse without a head, took 
fright and made for Exeter, and that you, unwilling to 
leave your horse in that condition, took a flying leap out 
of the window, and pitched head foremost into a hollow 
tree. 

" Miss D 1 has heard this story, and says if it 

be true she'll never touch a note again. I hope to hear 
either from Palmer or Bearing, when I see them, a favour- 
able account of you. I'm but little disposed to pity you, 
because you slip'd away so dam'd sly without giving me 
any more time than you had to jump into the hollow 
tree. Pray, have your damn'd long fingers escaped? 
Let's hear from you soon, and in the meantime I'll pray 
that it's all a lie. 

« Bath, Feb. 6th, 

"Will you meet me in London any time, and I'll 
order business accordingly ? " 

" Dear Jackson, — If your neck is but safe, damn 
your horse's head. I am so pleased with both your 
remarks and your indigo, that I know not which to 
admire most, or which to think of most immediate use : 
the indigo you leave me in doubt whether there be any 
more to be got, whereas I am pretty sure of some more 
of your thoughts, now we are fairly settled into a cor- 
respondence; your observations are like all yours, just. 
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natural, and not common ; your indigo is clean like your 
understanding, and pure as your music, not to say ex- 
actly of the same blue as that heaven from which your 
ideas are reflected. 

" To say truth of your indigo, 'tis delightful, so look 
sharp for some more, and I'll send you a drawing, and, 
for your thoughts, I have often flattered myself I was 
just going to think so. The lugging in objects, whether 
agreeable to the whole or not, is a sign of the least 
genius of anything, for a person able to collect in the 
mind will certainly group in the mind also ; and if he 
can master a number of objects so as to introduce them 
in a friendship, let him do but a few, and that you know, 
my boy, makes simplicity. 

'' One part of a picture ought to be like the first part 
of a tune, that you guess what follows, and that marks 
the second part of the tune, and so I'm done. 

"My respects to Tremlett. Bearing did not call 
upon me ; I hear he's gone from Bath. 

" The Harp is packed up to come to you, and you 

shall take it out with Miss , as I shall not take 

anything for it, but give it to you to twang upon 
when ..." 

" My dear Jackson, — I should have wrote to you 
sooner, but have been strangely hurried since I left 
Exeter. In my way home I met with Lord Shelbume, 
who insisted on my making him a short visit, and I don't 
repent going (tho' I generally do to all Lords' houses), 
as I met with Mr. Dunning there. There is something 
exclusive of the deep and clear understanding of that 
gentleman most exceedingly pleasing to me. He seems 
the only man who talks as Giardini plays, if you know 
what I mean : he puts no more motion than what goes to 
the real performance, which constitutes that ease and 
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gentility peculiar to damned clever fellows, each in their 
way. 

" I observe his forehead jets out^ and mine runs back 
a good deal more than common, which accounts for some 
difference between our parts. . . . He is an amazing 
compact man in every respect, and, as we get a sight of 
everything by comparison, only think of the difference 
betwixt Mr. Dunning almost motionless, with a mind 
brandishing like lightning from comer to comer of the 
earth, while a long cross-made fellow only flings his arms 
about like threshing flails, without half an idea of what 
he would be at; and besides this neatness in outward 
appearance, his storerooms seem cleared of all French 
ornaments and gingerbread work ; everything is simplicity 
and elegance and in its proper place; no disorder or 
confusion in the furniture, as if he were going to remove. 
Sober sense and great acuteness are marked very strong 
in his face; but if these were all I should only admire 
him as a great lawyer, but there is genius (in our sense 
of the word) shines in all he says. In short, Mr. Jackson 
of Exeter, I begin to think there is something in the air 
of Devonshire that grows clever fellows; I could name 
4 or 5 of you superior to the product of any other 
county in England. 

'* Pray make my compliments to one lady who is 
neat about the mouth, if you can g^ess, and believe 
me, yours most faithfully, 

"Tho. Gainsborough." 

This vivid sketch by Gainsborough of the great 
lawyer makes us deplore the fate which confined the 
records of his keen powers of observation to the painting 
of his contemporaries' faces. What, for instance, could 
surpass a recorded remark of the painter upon young 
Mr. Pitt, whom he described as sitting on the Treasury 
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Bench, " with his nose cocked up at all Europe." In this 
evening spent at Bowood it is clear that the personality 
of Dunning altogether overpowered that of Shelbume, 
whose henchman he was. One would have liked 
Gainsborough's impressions of the extraordinary figure 
of the patron. Lord Shelbume is a standing example 
of the disastrous effect upon a public man's career of a 
want of frankness in address. His private life was 
admirable, and there is little record of any incident in 
his political life which could be called dishonourable. 
Yet he was the best hated man of his day. The " Jesuit 
of Berkeley Square," as King George called him, dis- 
trusted all men, and as a consequence was trusted by 
none. In all the tortuous politics of those days 
Shelburne worked like a mole under ground, and, as was 
wittily said of a similar character, his operations were 
first discovered by the dirt he threw up on the surface. 
His political conduct was the very negation of the spirit 
of loyalty to party. When the Rockingham Ministry 
came in in 1782, and before half the posts were filled, he 
went in his own interest to the King, and his colleagues 
received the first intimation of the fact by seeing his 
nominee Dunning kiss hands at the levee as a peer of 
the realm. 

There are a hundred stories of the public apprecia- 
tion of the contrast between his political character 
and the suavity and urbanity of his address. One 
of the best is that of Goldsmith and Lord Shelbume 
at the play, when the audience, taking a point in the 
performance, acclaimed the peer as Malagrida. " But I 
did not know that your Lordship was such a very wicked 
man," said poor Goldsmith. Another delicious one, told 
by Mrs. Piozzi, relates to Gainsborough himself, which, 
true or not, deserves record here. The painter is repre- 
sented as flinging away his pencil, after a second attempt 
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to make a portrait of Shelbume, with the remark, ** Damn 
it, I never could see through varnish, and there's an 
end on't." 

"My dear Jackson, — I am much obliged to you for 
your last letter, and the lessons received before. I think 
I now begin to see a little into the nature of modulation, 
and the introduction of flats and sharps ; and when we 
meet you shall hear me play extempore. My friend 
Abel has been to visit me, but he made but a short stay, 
being obliged to go to Paris for a month or six weeks, 
after which he has promised to come again. There 
never was a poor devil so fond of harmony with so little 
knowledge of it, so that what you have done is pure 
charity. I dined with Mr. Duntze in expectation (and 
indeed full assurance) of hearing your scholar Miss 
Flond play a little, but was for the second time 
flung. . . . 

" I am sick of portraits, and wish very much to take 
my viol da gamba and walk off to some sweet village, 
where I can paint landskip and enjoy the fag end of life 
in quietness and ease. But these fine ladies and their 
tea drinkings, dancings, husband huntings, etc. etc. etc. 
will fob me out of the last ten years, and, I fear, miss 
getting husbands too. But we can say nothing to these 
things, you know, Jackson; we must jogg on and be 
content with the jingling of the bells, only, d — mn it, I 
hate a dust, the kicking up a dust and being confined in 
harness to follow the track, whilst others ride in the 
waggon under the cover, stretching their legs in the 
straw at ease, and gazing at green trees and blue skies 
without half my taste. That's d — m'd hard. My 
comfort is I have five viols da gamba — 3 Jayes and 
two Barak Normans.^ 

^ Jaye and Barak Norman were celebrated viol-makers. 
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'* Adieu, dear Jackson, and believe me, ever sincerely 

yours, Tho. Gainsborough. 

« Bath, June 4*4." 

"Dear Jackson, — Methinks I hear you say, all 
friendship is my . . . and all sincerity my . . ., only 
because I have not had time since my hurry of finishing 
two full-lengths and a landskip for the exhibition to 
answer your two last letters. But don't be in a hurry 
to determine anything about me ; if you are, ten to one 
you are wrong, those who can claim a longer acquaint- 
ance with me than Mr. Jackson knowing at this moment 
but little of my real temper. 

" I am heartily sorry that you don't come to reside 
near Bath, as you expected, not because you are dis- 
appointed of the advantage of conversing with me and 
my books, but because I am deprived of the much 
greater advantage of sucking your more sensible skull, 
and of the opportunity I might possibly have of con- 
vincing you how much I shall always esteem your various 
and extensive talents, not to mention what I think still 
better worth mentioning, namely, your honesty and 
undesigning plainness and openness of soul. 

" They say your mind is not worldly. * No,' said I, 
'because it is heavenly.' I think a tolerable reason, 
Master Mathews. ... I fear, my lad, I shall have it this 
exhibition, for never was such slight dabs presented to 
the eyes of a million. But I grow dauntless out of mere 
stupidity as I grow old, and I believe that any one who 
plods on in any one way, especially if that one way will 
bring him bread and cheese, as well as a better, will 
grow the same. 

** Mr. Palmer was going to London the last time I 
saw him, so I fear it may be some time before you receive 
this letter. — Adieu, etc." 
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** Dear Jackson, — I will confess to you that I think 
it unpardonable in me not to speak seriously upon a 
subject of so much consequence as that which has em- 
ployed us of late ; therefore you will have my thoughts 
without any humming, swearing, or affectation of wit. 
Indeed, my affection for you would naturally have led me 
that way before now, but that I am soon lost if I pretend 
to reasoning, and you, being all regularity and judgment, 
I own provoke me the more to break loose, as he who 
cannot be correct is apt to direct the eye with a little 
freedom of handling ; but no more of it — I must own 
your calculations and comparison betwixt our different 
professions to be just, provided you remember that in 
mine a man may do great things and starve in a 
garret, if he does not conquer his passions and conform 
to the common eye in choosing that branch which they 
will encourage and pay for. 

" Now there cannot be that difference between music 
and painting, unless you suppose that the musician 
voluntarily shuns the only popular branch, and will be 
a chamber council when he might appear at the bar. 
You see, sir, I'm out of my subject already. But now, 
in again. If music will not satisfy you without a certainty 
(which by the way is nonsense, for there is no such 
thing in any profession), then I say, be a painter. You 
have more of the painter than half those who get money 
by it ; that I will swear, if you desire it, upon the church 
Bible. You want a little drawing, and the use of the 
pencil and colours, which I could put into your hand in 
one month without meddling with your head. I propose 
to let that alone, if you'll let mine off easy. There is a 
branch of painting next in profit to portrait, and quite 
within your power, without any more drawing than I'll 
answer for your having, which is drapery and landskip 
backgrounds. Perhaps you don't know that, whilst a 
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face painter is harassed to death, the drapery painter 
sits and earns five or six hundred a year, and laughs all 
the while. 

" Your next will be to tell me what I know as well as 
yourself, viz., that I am an impertinent coxcomb. This I 
know, and will speak out if you kill me for it ; you are 
too modest, too diffident, too sensible, and too honest 
ever to push in music. — Sincerely, T. G." 

The absence of date to this letter makes it uncertain 
at which period of Jackson's career it was written, but it 
seems very eloquent of the goodness of heart of the 
painter, and of the real affection in which he held the 
musician. Jackson was certainly unsettled at more than 
one point in his life, and there is a letter of the painter 
which again shows his friendly interest in his welfare. 
It was addressed to the Duke of Bedford, and has been 
quoted to suggest that the familiarity it discloses with 
that nobleman is evidence as to the connection of his wife, 
Margaret Burr, with that great family. 

"Bath, May 2gth, 1768. 
"My Lord Duke, — A most noteworthy honest 
man, and one of the greatest geniuses for musical compo- 
sition England ever produced, is now in London, and has 
got two or three members of Parliament along with him 
out of Devonshire, to make application for one of the re- 
ceivers of the land tax of that county, now resigned by 
a very old man, Mr. Haddy. His name is William 
Jackson, lives at Exeter, and for plainness, truth, and 
ingenuity at the same time, is beloved as no man ever 
was. Your Grace has doubtless heard his compositions, 
but he is no fiddler — your Grace may take my word for 
it ; he is extremely clever and good, is a married man with 
a young family, and is qualified over and over for the 
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place ; has got friends of fortune who will be bound for 
him in any sum, and they are all making application 
to his Grace the Duke of Grafton to get him this place. 
But, my Lord Duke, I told him they could not do it 
without me, that I must write a letter to your Grace 
about it« He is at Mr. Arnold's in Norfolk Street in the 
Strand ; and if your Grace would be pleased to think of 
it, I should ever be bound to pray for your Grace. 
Your Grace knows that I am an original, and therefore 
I hope will be more ready to pardon this monstrous 
freedom, from your Grace's, etc. 

« Thomas Gainsborough." 

" Dear Jackson, — I thought you was sick, as I had 
not seen you for some days, and last night, when I went 
to the play in the hopes of meeting you there, Mr. 
Palmer confirmed my fears. I fully intended putting on 
my thick shoes this morning, but have been hindered by 
some painter plagues. Pray send me word whether 
there is any occasion for Doctor Moysey to come to you, 
in Palmer's opinion — damn your own, for you are too 
much like me to know how it is with you. The Doctor 
shall come in a moment if there is the least occasion, and 
I know he will with pleasure, without your touching your 
breeches pocket. — So God mend you. 

"T. Gainsborough." 

" Tuesday Morning. — I have spoilt a fine piece of 
drawing paper for you because I had no other, and in a 
hurry to know how you are." 

''Jan. 25/A, 1777." 

" Dear Jackson, — I suppose I never drew a portrait 
half so like the sitter, as my silence since the receipt of 
your last resembles neglect and ingratitude, owing to 
8 
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two of the Grossest accidents that ever attended a poor 
fiddler. First, and most unfortunately, I have been four 
times after Bach, and have never laid eyes upon him ; 
and secondly, and most provokingly, I have had a parcel 
made up of two drawings and a box of pencils such as 
you wrote for, ever since the day after I rec^* your favour 
enclosing the Tenths, and directed for you to go by the 
Exeter coach, which has laid in my room by the neglect 
of two blockheads — one my nephew, who is too proud to 
carry a bundle under his arm, though his betters the 
journeymen tailors always carry their foul shirts so ; and 
my d — d cowardly footman, who forsooth is afraid to 
peep into the street for fear of being pressed for sea 
service, the only service God Almighty made him for ; so 
that, my dear Jackson, if it was not for your being 
endowed with Jobe's patience, I should think myself 
deservedly for ever shut out of your favour ; but surely I 
shall catch Bach soon to get you an answer to your 
letter ; and for the drawings, if I don't carry them myself 
to the inn to-morrow. . . . There is a letter of nonsense 
enclosed with the drawings, to plague you once more 
about 6ths and loths. 

^' You hear, I suppose, that all Lords and Members 
have given up their privilege of franking to ease the 
taxes. I'm sorry for it" 

The pleasing allusion in this letter to Gainsborough's 
nephew refers of course to his sister Dupont's son, who 
seems to have joined his uncle as pupil and assistant as 
soon as he was old enough to profit by his teaching. 
The lad showed much ability, and left work of great 
promise both in painting and eng^raving before his 
untimely death at the age of about thirty. He was a 
personable youth, as one judges from the fine head which 
Gainsborough painted about this time showing him in a 
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Vandyke habit — a canvas which well bears comparison 
with the work of that master. 

Comment on these letters to Jackson is superfluous ; 
the general feeling they evoke is regret for the smallness 
of their number. One thing above all appears in them 
— the honesty of the man who wrote them, and the 
generosity of his affection for Jackson. Time has not 
confirmed Gainsborough's estimate of that musician, but 
few will begrudge him the eulc^es poured upon his 
genius by his warm-hearted friend, in view of the pleasure 
the painter manifestly found in his acquaintance and 
in the study of Jackson's harmless compositions. We 
may now turn to Jackson's account of his friend, which 
breathes a different spirit altogether. We may remember, 
however, that it was written in the musician's declining 
years, when querulousness is apt to appear in the most 
amiable of dispositions. 

Jackson, on the whole, achieved a fairly prosperous 
career; he settled down eventually into a harmless 
dilettante, and was wont to amuse himself by recording 
his opinions on many different topics. Three editions of 
his Letters were published during his lifetime, and he 
wrote with some appearance of authority on a variety of 
subjects, ranging with easy grace from Shakespeare to 
the Musical Glasses. Thus, in his volume The Four 
AgeSy he delivers himself upon Riches, Quarles's Emblems, 
Cards and Duelling, Painting, the Parenthesis, Bad 
Associations, and Homer's Scale of Heroes. It is this 
work that contains his dissertation upon the character of 
Gainsborough, and as it is not of undue length and 
presents many points of interest, it seems convenient to 
collate it here with the breezy letters which the painter 
addressed to its author : — 

'' In the early part of my life I became acquainted 
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with Thomas Gainsborough, the painter, and, as his 
character was perhaps better known to me than to any 
other person, I will endeavour to divest myself of every 
partiality, and speak of him as he really was. I am the 
rather induced to this by seeing accounts of him and 
his works given by people who were unacquainted with 
either, and consequently have been mistaken in both. 

'' Gainsborough's profession was painting, and music 
was his amusement, yet there were times when music 
seemed to be his employment and painting his diversion. 
As his skill in music has been celebrated, I will, before I 
speak of him as a painter, mention what degree of merit 
he possessed as a musician. 

"When I first knew him he lived at Bath, where 
Giardini had been exhibiting his then unrivalled powers 
on the violin. His excellent performance made Gains- 
borough enamoured of that instrument, and conceiving, 
like the servant maid in the ' Spectator,' that the music 
lay in the fiddle, he was frantic until he possessed the 
very instrument which had given him so much pleasure, 
but seemed much surprised that the music of it remained 
behind with Giardini. 

" He had scarcely recovered from this shock (for it 
was a great one to him), when he heard Abel on the viol 
da gamba. The violin was hung on the willow, Abel's 
viol da gamba was purchased, and the house resounded 
with the melodious thirds and fifths from ' mom to dewy 
eve.' Many an adagio and many a minuet were begun, 
but none completed. This was wonderful, as it was 
Abel's own instrument, and therefore ought to have 
produced Abel's own music. 

"Fortunately, my friend's passion had now a new 
object, Fischer's hautboy, but I do not recollect that he 
deprived Fischer of his instrument. I never heard him 
make the least attempt on it. Probably his ear was too 
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delicate to bear the disagreeable sounds which attended 
the first playing on a wind instrument. He seemed to 
content him with what he heard in public, and getting 
Fischer to play to him in private, not on the hautboy 
but on the violin; but this was a profound secret, for 
Fischer knew that his reputation was in danger if he 
pretended to excel in two instruments. 

'^ The next time I saw Gainsborough it was in the 
character of King David. He had heard a harper at 
Bath; the harper was soon left harpless; and now 
Fischer, Abel, and Giardini were all forgotten, and there 
was nothing like chords and arpeggios. He really 
stuck to the harp long enough to play several airs with 
variations, and in a little time would nearly have 
exhausted all the pieces usually performed on an 
instrument incapable of modulation, when another visit 
from Abel brought him back to the viol da gamba. 

"He now saw the imperfection of sudden sounds 
that instantly die away ; if you wanted a staccato, it was 
to be had with a proper management of the bow, and 
you might also have notes as long as you please. The 
viol da gamba is the only instrument, and Abel the 
prince of musicians. 

'^This and occasionally a little flirtation with the 
fiddle continued some years, when, as ill luck would have 
it, he heard Crosdill, but, by some irregularity of conduct 
for which I cannot account, he neither took up nor 
bought the violoncello. All his passion for the bass was 
vented in descriptions of Crosdill's tone and bowing, 
which were rapturous and enthusiastic to the last degree. 

" More years now passed away, when, upon seeing a 
theorbo in a picture of Vandyke's, he concluded, perhaps 
because it was finely painted, that the theorbo must be 
a fine instrument. He recollected to have heard of a 
German professor who, though no more, I shall forbear 
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to name, and ascended per varios gradus to his garret, 
where he found him at dinner upon a roasted apple 
and smoking a pipe. Says he: 

" ' I am come to buy your lute.' 

** * To puy my lude ? * 

"<Yes; come, name your price, and here is your 
money/ 

" ' I cannot shell my lude.* 

"*No, not for a guinea or two; but, by God, you 
must sell it.' 

" * My lude is werth much monnay ; it ish wert ten 
guinea.' 

" * That it is ; see, here is the money,' 

" ' Well, if I musht ; but you will not take it away 
yourself 

" * Yes, yes ; good-bye.' 

" After he had gone down he came up again. 

" ' I have done but half my errand ; what is your lute 
worth if I have not your book ? ' 

" * What poog, Maishter Gainsborough ? ' 

« < Why, the book of airs you have composed for the 
lute.' 

" * Ah, py Got, I can never part with my poog,' 

" ' Poh, you can make another at any time ; this is 
the book I mean,' putting it in his pocket. 

" ' Ah, py Got, I cannot,' 

"'Come come, here's another ten g^uineas for your 
book, so once more good-day to ye.' 

" He descends again, and again comes up. 

" ' But what use is your book to me if I don't under- 
stand it ? And your lute, you may take it again if you 
won't teach me to play on it. Come home with me and 
give me my first lesson.' 

" * I will gome to-morrow.' 

" * You must come now.' 
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" ' I musht tresh myshelf.' 

" ' For what ? You are the best figure I have seen 
to-day/ 

" * I musht shave.' 

" * I honour your beard.' 

" * I musht bud on my wik.' 

^ ' Damn your wig, your cap and beard become you ; 
do you think if Vandyke was to paint you he'd let you 
be shaved ? ' 

*' In this manner he frittered away his musical talents, 
and, though possessed of ear, taste, and genius, he never 
had application enough to learn his notes. He scorned 
to take the first step, the second was of course out of 
his reach, and the summit became unattainable. 

" He hated the harpsichord and the pianoforte. He 
disliked singing, particularly in parts. . . . He had as 
much pleasure in looking at a violin as in hearing it I 
have seen him for many minutes surveying in silence the 
perfections of an instrument from the just proportions of 
the model and the beauty of the workmanship. 

" The indiscriminate admirers of my late friend will 
consider this sketch of his character as far beneath his 
merit ; but it must be remembered that my wish was not 
to make it perfect, but just. The same principle obliges 
me to add, that as to his common acquaintance, so to 
hfs intimate friends, he was sincere and honest, and that 
his heart was always alive to every feeling of honour and 
generosity." 

Thus the smug Mr. Jackson of Exeter upon his 
friend Thomas Gainsborough — the Gainsborough of the 
letters we have just read, in which adulation is heaped 
upon the mediocre musician ; the Gainsborough who wrote 
that hearty letter to the Duke of Bedford when the 
tuneful one wanted a place in the Excise; the Gains- 
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borough who declared that Mr. Jackson's mind was 
heavenly, and that all his ideas were reflected from 
the same place. Jackson, let us remember, had his 
dead friend's letters in his possession at the time he 
penned this feebly malicious sketch, in which he pro- 
fesses to protect Gainsborough from his " indiscriminate 
admirers." 

Few impartial readers will be deceived by Mr. 
Jackson's protestations of impartiality with which he 
opens and closes this attsLck on his friend's memory. 
Moreover, the excellent organist of Exeter, in his glib 
criticism of the volatile amateur and his flirtation with a 
whole orchestra of instruments, attempts to prove too 
much. His facetious style, too, does not help him ; the 
most destructive of critics are usually those who make 
the least attempt to be funny. One wonders how 
Jackson knew all these details, for it is evident that the 
pair seldom met, and whether the musician was present 
at the interview with the lute player, whose name he 
with such delicacy refrains from printing. The report of 
that interview certainly does not ring true, and smells 
somewhat of the lamp. 

A short examination of the few other authorities 
who mention Gainsborough and his musical tastes 
seems to discredit some of Mr. Jackson's most tell- 
ing sentences. Thus old Thicknesse's remark upon 
Gainsborough's proficiency on the violin in the early 
Ipswich days, which we have already quoted, seems to 
take much of the humour out of Jackson's story of 
Gainsborough and Giardini's violin. Did not Thicknesse 
say that '' I would as soon have painted against him as 
have attempted to fiddle against him " ? Thicknesse, too, 
at Bath speaks of his proficiency in playing the viol da 
gamba. 

Here, too, is a passage from Wine and Walnuts^ 
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which has a bearing on the question of Gainsborough's 
musical accomplishments : — 

"Fischer, the celebrated performer on the hautboy 
and favourite of the King, married a fair daughter of the 
painter, and the two enthusiasts sometimes left their 
spouses, mama and daughter, each to sleep away more 
than half the night alone. For one would get at his 
flageolet, which he played delightfully, and the other at 
his viol da gamba, and have such an inveterate set to, 

that, as Mrs. G said, a gang of robbers might have 

stripped the house and set it on fire to boot, and the 
gentlemen been never the wiser." 

Jackson's ill-natured sketch, written twenty years 
after his friend's death, happily attracted the notice of 
Mr. E. F. Rimbault, whose father, Stephen Francis Rim- 
bault, as a boy had met Gainsborough, and remembered 
his playing perfectly. Mr. E. F. Rimbault wrote to 
Notes and Queries upon the very point, with knowledge 
gained from that direct source. Apropos of Jackson's 
remark that Gainsborough "hated the harpsichord and 
the pianoforte," he said : — 

" Gainsborough knew a little of almost every musical 
instrument such as were used for solo playing, but his 
chief forte consisted in modulating upon the harpsichord. 
He was too capricious to study music scientifically, but 
his ear was so good and his natural taste so refined, 
that these important adjuncts led him far beyond the 
mechanical skill of the mere performer who relies upon 
technical knowledge." 

Harry Angelo, too, has this remark upon Jackson's 
dissertation : — 

"This sprightly sketch of the musical eccentricities 
of the painter, with all due respect to the memory of Mr. 
Jackson, is somewhat of a caricature. For Gainsborough 
not only did know his notes, but could accompany a slow 
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movement on the harpsichord, both on the fiddle and the 
flute, with good taste and feeling." 

It was Angelo who suggested that if Gainsborough 
had chosen to record his real opinion of Mr. Jackson's 
performances with the pencil, he might have had the 
laugh of the musician. The suggestion perhaps supplies 
the key to Jackson's old-maidish spite. Notwithstanding 
Gainsborough's flattering remarks in his letter about 
Jackson's pictorial abilities, the painter may well in his 
buoyant moods have rallied the musician on his artistic 
productions. In any case, the musician had failed in 
painting, and he seems to have felt it behoved him to 
prove that the painter had failed in music. Jackson's 
paper in the Four Ages has been the foundation of many 
lucubrations on the vanity of Gainsborough in his rdle of 
trifling dilettante. It has claimed greater attention here 
than it perhaps deserves ; but we have dealt with it at 
length, not because Gainsborough's exact proficiency in 
music is of any real importance, but because Jackson's 
picture of the fiddling tomfool is a libel upon an eminently 
virile character. 



CHAPTER V 
FRIENDS AT BATH 

THE scarcity of material, no less than the lack of 
exact dates on such documents as exist, makes it 
as difficult to follow Gainsborough's life at Bath as 
during those earlier years in Suffolk. Thicknesse comes 
in occasionally as Chorus, but, as befits that character, 
without any petty details of time. Some memoir writer 
like Angelo leaves a paragraph recording a visit to the 
city and a meeting with the painter; Henderson, the 
actor, makes his appearance at Palmer's theatre; 
Gainsborough watches him from a box, is interested, 
strikes up an acquaintance, and writes him a furtive 
letter or two ; Garrick sits for a portrait, and an intimacy 
recorded in a few other letters is the result ; Cunningham 
or Fulcher rescues some scanty bit of the gossip of his 
times from the general oblivion : such are the materials 
upon which our knowledge of the life of one of the 
greatest of English painters depends. 

Of the painter's continuous prosperity there can be 
no doubt. His studio, Fulcher tells us, was thronged 
with visitors. " Fortune," said a wit of the day, "seemed 
to take up her abode with him; his house became 
gains' borough." It is clear from the tone of his remarks 
about patrons in one of the letters to Jackson, that there 
was little of the supple courtier about Gainsborough in 
his relations with these sitters, and that his practice grew 

128 
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by the merits of his work alone, and with little help from 
the urbanity of his own manners. One thinks of 
Gainsborough as an independent spirit, bored rather with 
the necessity of painting faces for a living, chafing at 
the confinement of the painting-room, and longing, as he 
says in another of those letters, for a quiet village, his 
viol da gamba, and the painting of " landskip." He was 
obviously a man of impulse, a fervent and rapid worker 
when his imagination was touched by a face or the turn 
of a figure in one of his sitters, but, unlike his rival 
Reynolds, who could placidly evolve a picture from the 
meanest countenance, was ever ready to dismiss with a 
piece of jocular rudeness a sitter who failed to interest 
him. There is a tradition, repeated by many of the gossips 
of the time, that the painter was unable to restrain his 
laughter in the presence of the more homely specimens 
of humanity among his sitters, and would at times 
guffaw in their faces. Thicknesse indeed gives, as it were, 
chapter and verse for one of these meetings, and we see 
no reason to disbelieve him. We will, as usual, let him 
speak his own language, upon which we have no hopes 
of being able to improve : — 

*' Humourist he certainly was, but in the most pleasant 
cast of that character, for when a certain rich citizen was 
sitting to him with his five-guinea new-powdered bob wig 
on, the chap looked so rum and sat so pretty that poor 
Gainsborough found it impossible not to burst out into a 
fit of laughter, and, while he was wishing for some occa- 
sion to plead his excuse, the alderman desired him not 
to overlook the dimple in his chin. No power of face 
could withstand that. Gainsborough burst forth in 
laughter, threw his pencil upon the ground, and said, 
' Damn the dimple in your chin ; I can neither paint that 
nor your chin neither,' and never touched the picture 
more." 
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Cunningham promotes the alderman to a peer of 
the realm, without, however, improving the story. 

Thicknesse, too, has another story of a similar 
flavour : — 

"When a certain duchess sent to know the reason 
why her picture was not sent home, he gave it a wipe in 
the face with his background brush, and sent her word 
that her Grace was too hard for him ; he could not, he 
said, paint it. Th^t inelegant message lost her an 
excellent representation of her beautiful person (for she 
was beautiful), and Gainsborough's spirit deprived him of 
a hundred guineas." 

One wonders whether this was the portrait of the 
Duchess of Devonshire, left unfinished at his death, which 
after so many surprising adventures has at last reached 
the haven of the gallery of an American millionaire. The 
painter Lawrence, or another, who finished it after 
Gainsborough's death, may well have removed the * wipe 
of the background brush,' as a preliminary to that 
plastering with bituminous colour which the picture at 
present bears. The objection to the theory is that 
Gainsborough's relations with that great family, and 
the success with which he had previously painted the 
Duchess herself, render his rudeness improbable. On the 
other hand, there is a tradition that he was so dissatisfied 
with one painting of the same lady that he refused to send 
the portrait to Chatsworth. 

The intimacy with Garrick, which perhaps began 
with the painting of the first of the five portraits of that 
actor in 1762 or 1763, was continued thereafter, and 
Gainsborough doubtless took what opportunities he could 
of seeing Garrick on the stage. A few letters of his to 
Garrick are included in that gentleman's published corre- 
spondence. A very interesting additional one, which has 
escaped the many biographers of the painter, was first 



126 THOMAS GAINSBOROUGH 

printed in a note to Foster's Life of Goldsmith^ published 
in 1854. All these letters show the admiration in which 
Gainsborough held the actor; there could hardly be a 
more pleasant reflection of the homage of one great 
artist for another than appears in this too scanty corre- 
spondence. Garrick was at Bath when his portrait was 
painted, and was there again in 1766; but the letters of 
Jackson prove beyond doubt that the painter was often 
in London, and we may think of him with the greatest 
propriety as among the most enthusiastic of the audiences 
at Drury Lane on those occasions. The first letter is 
dated 1768, and contains an interesting reference to 
Gainsborough's contemplated contribution to imaginative 
painting, which, however, fortunately came to nothing : — 

1768. 

" Dear Sir, — I take particular notice of your friendly 
anxiety for my recovery, and thank you most kindly for 
your sharp thought; but having had twelve ounces of 
blood taken immediately away, and perfectly recovered, 
strong in the back and able, so make your sublime self 
easy. I suppose your letter to Mr. Sharp was upon no 
other business, so have enclosed it ; but observe, I thank 
you sincerely. 

^' Shakespeare shall come forthwith, as the lawyer says. 
Damn the original picture of him, with your leave, for I 
think a stupider face I never saw, except D h's. 

" I intend, with your approbation, my dear friend, to 
take the form from his pictures and statues, just enough 
to preserve his likeness past the doubt of all blockheads 
at first sight, and supply a soul from his works. It is 
impossible that such a mind and ray of heaven could 
stare with such a face and pair of eyes as that picture 
has. So, as I said before, damn that. 

*' I am going to dinner, and after I will try a sketch. 
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I shall leave the price to you ; I do not care whether I 
have a farthing, if you will let me do it. To be sure, I 
shall never ask more than my portrait price, which is 
sixty guineas, but perhaps ought to ask less, as there is 
no confinement of painting from life ; but I say I leave it 
to you, promising to be contented upon honour. 

" I could wish you to call upon any pretence any day 
after next Wednesday at the Duke of Montagu's, because 
you would see the Duke and Duchess in my last manner, 
but not as if you thought anything of mine worth the 
trouble, only to see his Grace's landscape of Rubens 
and the four Vandykes whole-length in his Grace's 
dressing-room, etc. etc etc." 

Gainsborough first painted the Duchess, in a bust, in 
1765 ; the portraits he here modestly mentions are the 
two half-lengths of that lady and her husband, now at 
Dalkeith Palace. 

"Bath, July 1768. 

"Dear Sir, — I as well as the rest of the world 
acknowledge your riches and know your princely spirit ; 
but all will not do, for, as I told you before, I am already 
overpaid for that shabby performance ; and if you have a 
mind to make me happier than all the presents London 
can afford, you must do it by never thinking yourself in 
my debt I wished many years for the happiness of Mr. 
Garrick's acquaintance, and pray, dear sir, let me now 
enjoy it quietly, for, sincerely and truly, I shall not be 
easy if you give way to any of your romantic whimsies. 
Besides, I thought you knew me too well, you who can 
read hearts and faces both at a view, and then at first sight 
too. Come, if you will not plague me any more upon 
this frightful subject, I will tell you a story about first 
sight. You must know, sir, that whilst I lived at Ipswich 
there was a benefit concert, in which a new song was to 
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be introduced, and I being steward went to the honest 
cabinetmaker who was our singer, instead of a better, and 
asked him whether he could sing at sight, for that I had 
a new song with all the parts wrote out *Yes, sir,* 
said he, ' I can/ Upon which I ordered Mr. Giardini 
of Ipswich to begin the symphony, and gave my signal 
for the attention of the company; but behold, a dead 
silence followed the symphony, instead of the song ; upon 
which I jumped up to the fellow, — * Damn you, why don't 
you sing ; did you not tell me you could sing at sight ? ' 
' Yes, please your Honour, I did say I could sing at sight, 
but not at first sight/ — I am, sir, your most humble 

servant, Thomas Gainsborough. 

" P.S. — I b^, sir, you will leave the affair of Gossett 
to me. I shall give him a bill payable at sight, I assure 
you/' 

" Sunday Morning' (1772). 

" My dear Sir, — When the streets are paved with 
brilliants, and the skies made of rainbows, I suppose 
you'll be contented and satisfied with red, blue, and 
yellow. It appears to me that Fashion, let it consist of 
false or true taste, will have its run like a runaway horse, 
for, when ears and eyes are thoroughly debauched by 
glare and noise, the returning to modest truth will seem 
very gloomy for a time; and I know you are cursedly 
puzzled how to make this retreat widiout putting out 
your lights and * losing the advantage of all our new dis- 
coveries of transparent painting, etc. etc., — ^how to satisfy 
your tawdry friends while you steal back into the mild 
evening gleam and quiet middle term. 

** I'll tell you, my sprightly genius, how this is to be 
done. Maintain all your light, but spare the poor 
abused colours till the eye rests and recovers ; keep up 
your music by supplying the place of noise by more 
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sound, more harmony and more tune, and split that 
cursed fife and drum. Whatever so great a genius as 
Mr. Garrick may say or do to support our false taste, 
he must feel the truth of what I am now saying, that 
neither our plays, paintings, or music are any longer 
real works of invention, but the abuse of nature's lights 
and what has already been invented in former times. 
** Adieu, my dear Friend. Any commands to Bath ? 

«T. G. 

" A word to the wise. If you let your portrait hang 
up so high only to consult your room, it can never look 
without a hardness of countenance, and the painting 
flat. It was calculated for breast-high, and will never 
have its eflfect or likeness otherwise.'' 

We see in these letters to Garrick further proof of 
Gainsborough's keen interest in the sister arts. He was 
never more happy, apparently, than in discussing even 
by letter the details of another man's profession, when 
that profession was concerned with music or acting. 
Just as thirds and fifths, harmony and modulation, were 
the mainspring of his correspondence with Jackson, so 
we see him here concerned with the details of stage 
management in a discussion with the foremost actor and 
manager of his times. Gainsborough was a bold man 
to advise a man like Garrick in his own business, and 
although we have no means of judging how it was re* 
ceived, yet his advice was certainly opportune. It was 
in this very year that the actor made one of his greatest 
mistakes. He seems to have grown nervous about his 
own powers to keep his audiences together, and had en- 
deavoured to make up for the deficiencies which he most 
needlessly suspected in his own acting by a lavish 
increase in the ornamental setting of his productions, 
scenery, music, and the like. He had even debased the 
9 
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boards of the old theatre by a fantastic production like 
the Chinese Festival, which, however, the audiences had 
very properly resented by a riot of the first dimensions. 

Gainsborough's artist's eye saw the weak spot in 
these efforts at once, and this interesting letter is a 
record of his perception. No one will quarrel with his 
remarks on the taste of the time which Garrick was so 
weak as to try and follow instead of lead, as he ought 
to have done from his position and authority in his pro- 
fession. Standards of criticism, indeed, in those days were 
lamentably low in most arts, including Gainsborough's 
own, which seems to give the more credit to those discern- 
ing spirits who were so quick to recognise and encour- 
age his genius as a protrait painter. Garrick, despite his 
eminence as an actor, was among the worst judges of 
literature of his time. With the applause of the critics 
of his day, like Warburton he had ** profaned the affecting 
catastrophe of ' Romeo and Juliet ' " ; had made a panto- 
mime of the ' Midsummer Night's Dream ' ; had given 
''an elegant form to that monstrous composition, 'The 
Winter's Tale ' " ; and in this very year had obliged the 
town with his ' Hamlet with Alterations,' in which, as he 
claimed, he had 'rescued that noble play from all the 
rubbish of the fifth act.' 

" 1772. 

" My dear Sir, — I never will consent that anybody 
makes a present of your face to Clutterbuck but myself, 
because I have always intended a copy by my own hand 
for him, that he may one day tell me what to do with 
my money, the only thing he understands except jeering 
of folks. 

" I shall look upon it that you shall break in upon 
my line of happiness in this world if you mention it, and 
for the original it was to be my present to Mrs. Garrick ; 
and so it shall be, in spite of your blood. 
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^ Now for the chalk scratch — it is a poor affair, not 
much like the young ladies ; but, however, if you do not 
remember what I said in my last and caution your 
brother off the same rock, may you sink in the midst 
of your glory. 

*^ I know your great stomach, and that you hate to 
be crammed, but, by G — , you shall swallow this one 
bait, and when you speak of me do not let it be like a 
goose, but remember you are a fat turkey. 

"God bless all your endeavours to delight the 
world, and may you sparkle to the last 

"D — n Underwood. 

"Tho. Gainsborough." 

"Bath, June 22, 1772. 

"Dear Sir, — I ask pardon for having kept your 
picture so long from Mrs. Garrick. It has indeed been 
of great service in keeping me going; but my chief 
reasons for detaining it so long was the hopes of getting 
one copy like to hang in my own parlour, not as a 
show picture, but for my own enjoyment to look when 
I please at a great man who has thought me worthy of 
some little notice ; but not one copy can I make which 
does not resemble Mr. Garrick's brother as much as 
himself: so I have bestowed a drop of excellent varnish 
to keep you out instead of a falling tear at parting, and 
have only to beg of dear Mrs. Garrick to hang it in the 
best light she can find out, and to continue puffing 

for me in the manner that Mr. informs me she 

does. 

" That you may long continue to delight and surprise 
the world with your original face, whilst I hobble after 
my copy, is the sincere wish, dear sir, of your most 
unaccountable and obedient servant, 

"Thomas Gainsborough. 



132 THOMAS GAINSBOROUGH 

**PS. — The picture is to go to London by the 
Wiltshire fly-waggon on Wednesday next^ and I believe 
will arrive by Saturday morning." 

"Bath, 22nd August 1772. 

"Dear Sir, — I doubt I stand accused, if not 
accursed, all this time for my neglect in not going to 
Stratford and giving you a line thence, as I promised ; but 
what can one do such weather as this — continual rainy. 
My genius is so damped with it that I can do nothing 
to please me. I have been several days rubbing in 
and rubbing out my design of Shakespeare, and hang 
me if I think I shall let it go, or let you see it at last 
I was willing, like an ass as I am, to expose myself a 
little out of the simple portrait way, and showing where 
that inimitable poet had his ideas from, by an immediate 
ray darting down upon his eye turned up for the 
purpose; but, confound it, I can make nothing of my 
ideas, there has been such a fall of rain from the same 
quarter. 

" You shall not see it, for I will cut it out before 
you can come. 

"Tell me, dear sir, when you purpose coming to 
Bath, that I may be quick enough in my motions. 
Shakespeare's bust is a silly smiling thing, and I have 
not sense enough to make him more sensible in the 
picture ; and so I tell ye, you shall not see it. I must 
make a plain picture of him standing erect, and give it 
an old look as if it had been painted at the time he 
lived, and there we shall fling 'em. 

" I am, dear sir, your most obedient, humble servant, 

« Thomas Gainsborough." 

It will be seen from these letters that the ill-fated 
project of the idealised portrait of Shakespeare was in 
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agitation for four years at least, and that it evidently 
originated in a commission from Garrick himself. In 
contemplating the traditional portraits of the poet, 
Gainsborough, no doubt, met with the difficulty he had 
encountered in the alderman with the dimple in his chin. 
Most of us will sympathise with his estimate of those 
works of art — above all, in his description of the Stratford 
bust as '' a silly smiling thing." A journey to that town 
was evidently in contemplation, but did not take place ; 
and we may suppose his impressions were gathered from 
a cast of that effigy, which surely is the single justifica- 
tion for the sages of the Baconian theory. 

On the whole, it is perhaps as well that Gainsborough 
brought no completion to his attempt to add to the 
existing portraits of Shakespeare. His conception of 
the subject is clear enough: a standing figure of the 
poet, the eye turned up to heaven, a ray of light pro- 
ceeding from above striking that eye, and conveying to 
the face in which it was to shine the inspiration which 
produced " Lear," « Hamlet," « Othello," and « As You 
Like it." Here surely were occasion for the enemy to 
blaspheme, and one cannot regret that the scheme 
ended, as is almost certainly the case, with a ^ wipe of 
the background brush." 

The letters to Garrick are supplemented by a couple 
which the painter wrote to John Henderson, the actor, 
then a young man at the very outset of his career, and in 
course of his long engagement with Palmer, during which 
he really learnt his art It is hardly necessary to point 
out how plainly Gainsborough's great admiration for 
Garrick appears in these letters. Here, too, we see the 
painter in his enthusiasm giving an actor instruction in 
his own art — a proceeding he no doubt felt justified in 
by the youth of Henderson, who was twenty-six at the 
time. 
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"Bath, 27th June 1773. 

" Dear Henderson, — If you had not written to me 
as you did, I should have conclutled you had been laid 
down; pray, my boy, take care of yourself this hot 
weather, and don't run about in London streets, fancying 
you are catching strokes of nature at the hazard of your 
constitution. It was my first school, and deeply read 
in petticoats I am, therefore you may allow me to 
caution you. 

" Stick to Garrick as close as you can for your life ; 
you should follow his heels like his shadow in sunshine. 
No one can be so near him as yourself when you please, 
and Fm sure, when he sees it strongly as otiier people 
do, he must be fond of such an ogre. 

" You have nothing to do now except to stick to a 
few great ones of the earth, who seem to have offered 
you their assistance in bringing you to light, and to 
brush off all the low ones as fast as they light upon you. 
You see, I hazard the appearing a puppy in your eyes 
by pretending to advise you, from the real regard and 
sincere desire I have of seeing you a great and happy 
man. 

"Garrick is the greatest living creature in every 
respect ; he is worth studying in every action, every view, 
and every idea of his is worthy of being stored up for 
imitation, and I have ever found him a generous and 
sincere friend. Look upon him, Henderson, with your 
imitative eyes, for when he drops you'll have nothing 
but poor old Nature's book to look in. You'll be left to 
grope it out alone, scratching your pate in the dark or 
by a farthing candle. Now is your time, my lively fellow, 
and do ye hear, don't eat so devilishly ; you'll get too fat 
when you rest playing, or get a sudden jogg by illness 
to bring you down again. Adieu, my dear H. — Believe 
me, yours, etc. T. G." 
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" Bath, Jufy 18, 1773. 
"Dear Henderson, — If one may judge by your 
last spirited epistle, you are in good keeping ; no one eats 
with a more grateful countenance or swallows with more 
good-nature than yourself. 

" If this does not seem sense, do but recollect how 
many hard-featured fellows there are in the world that 
frown in the midst of enjoyment, chew with unthankful- 
ness, and seem to swallow with pain instead of pleasure. 
Now, any one who sees you eat pig and plumb sauce 
immediately feels that pleasure which a plump morsel 
smoothly gliding through a narrow glib passage into the 
regions of bliss, and moistened with the dews of imagina- 
tion, naturally creates. 

" Some iron-faced dogs you know seem to chew dry 
ingratitude and swallow discontent. Let such be kept 
to under parts, and never trusted to support a character. 
In all but eating, stick to Garrick ; in that let him stick 
to you, for I'm curst if you are not his master. Never 
mind the fools who talk of imitation and copying. All 
is imitation, and if you quit that natural likeness to 
Garrick which your mother bestowed upon you, you'll 
be flung. Ask Garrick else. 

" Why, sir, what makes the difference between man 
and man is real performance, and not genius or con- 
ception. There are a thousand Garricks, a thousand 
Giardinis and Fischers and Abels. Why only one Gar- 
rick with Garrick's eyes, voice, etc. etc. eta ? one Giardini 
with Giardini's fingers, etc. ? one Fischer with Fischer's 
dexterity, quickness, etc. ? or more than one Abel with 
Abel's feeling upon the instrument ? All the rest of the 
world are mere hearers and seers. Now, as I said in 
my last, as Nature seems to have intended the same 
thing in you as in Garrick, no matter how short or how 
long, her kind intention must not be crossed. If it is. 
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she will tip the word to Madame Fortune, and you'll 
be kicked down stairs. Think on that. Master Ford. 
God bless you, T. G." 

Gainsborough's advice to Henderson as to making 
Garrick his model was no doubt sound enough, but it is 
to be feared that the young actor got little besides from 
that eminent actor. The painter must have made 
acquaintance with Henderson quite soon after the latter's 
arrival in Bath, where he made his first appearance in 
October of the previous year, 1772, playing Hamlet for 
Palmer at a guinea a week, and under a three years' 
agreement " Gainsborough," says Fulcher ** who was on 
intimate terms with the proprietor, and had free access 
to a box on all occasions, a courtesy which he repaid by 
the presentation of several beautiful pictures, was among 
the audience. So pleased was he with the abilities the 
young man displayed, that he invited him to his house, 
painted his portrait, and before the first season was over 
became the firm friend and patron of John Henderson.** 

At the time Gainsborough wrote these letters, 
Henderson was in London, trying to push hi^ interest 
among the great powers of the stage. Garrick, curiously 
enough, had no great opinion of his ability, and advised 
him to stick to Bath, though from all accounts the advice 
was not altogether disinterested. Garrick, Foote, Harris, 
and Leake all heard Henderson rehearse ; Colman re- 
fused to hear him, and Bath remained his only resource 
during these years. Here he had a great success in a 
variety of parts, Shakespearian and others, and his 
experience was so varied that the engagement with 
Psdmer provided him with the best of all training. 

When Henderson again turned to London, Cumber- 
land interested himself in the young man and pressed 
his claims upon Garrick, but with no success. Garrick 



FRIENDS AT BATH 137 

was almost certainly jealous of Henderson; he was 
annoyed, moreover, as was said, by an imitation of 
himself given by Henderson in his own presence. 
Ireland says that he was asked by the great man to 
breakfast, and invited to give a specimen of his powers 
of imitation. After he had, much to the gratification of 
his host, given impersonations of the methods of his 
brother actors, Barry, Woodward, and Love, Garrick 
asked for an imitation of himself. Henderson declined, 
saying, with much tact, that ^ Mr. Garrick was beyond 
imitation." On being pressed however, he at last com- 
plied, and so exactly caught to the manner of the player, 
his voice and his action, that the company declared the 
mimicry perfect. Garrick, however, was not equally 
pleased ; the performance was, no doubt, too perfect for 
him. " Egad," he said, " if that's my likeness, I have 
never known it." 

Although it is recorded that Henderson had offended 
Colman by a similar imitation of himself, that manager 
gave Henderson his first opportunity of appearing in 
London when he took the Haymarket from Foote, in 
1777. In June of that year the young man appeared 
with the greatest success as Shylock, and thereafter 
Henderson, was continuously employed until his death, 
in 1785. Macklin, reckoned the best Shylock then 
alive, complimented Henderson on his performance in 
that part, and even Mr. Garrick refrained from hostile 
criticism, though when he went to see the performance, 
he professed to discover extraordinary merits in some of 
Henderson's fellow-players in the piece. 

In public estimation, Henderson stood next to 
Garrick, and though Garrick continued to decry him, 
which was perhaps the best compliment he could pay, 
other good judges were more candid. "A fine actor," 
said Mrs. Siddons, " with no great personal advantages 
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indeed, but he was the very soul of intelligence. His 
delivery of soliloquy was unrivalled, and he had uncom- 
mon powers of mimicry." Rogers, too, described him as a 
" truly great actor, whose Hamlet and Falstaff were both 
equally good." Poor Henderson died untimely in 1785 
at the age of thirty-eight, by a fever say some, by poison 
administered by mistake by his wife according to others. 

Gainsborough painted him thrice. The portrait of 
the actor in the National Portrait Gallery is not among 
the most attractive of his works. Its warm colour dates 
it at the end of the Bath period, but this quality is 
owing partly to a merciless varnishing. The other and 
finer portrait is the property of the Garrick Club, and 
there is a third in private hands. 

Angelo, in another of those interesting reminiscences 
of his few meetings with Gainsborough, declared that 
everybody at Bath except Gainsborough and Beau Nash 
were afraid of Quin, who was one of the painter's 
intimates during his residence in that city. Gains- 
borough there probably renewed an acquaintance which 
had begun in the studio of Frank Hayman, whose boon 
companion the actor was. Quin was very well known 
at Bath, where he had resided more or less regularly 
since 1 748, and almost continuously since his retirement 
from the stage as a paid actor, three years later. It was 
from Bath that he wrote that letter to Rich, his manager, 
with whom he had quarrelled, and received the famous 
reply of the same laconic quality. By way of relenting 
a little from his hostile attitude he wrote to Rich, " I am 
at Bath. Yours, James Quin." "Stay there and be 
damned. Yours, John Rich," was the reply. 

Angelo tells us that Gainsborough was much in the 
company of this eccentric companion during the later 
years of the actor's life. Quin would often visit the 
painting-room for a conversation with his friend. ** When 
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just relieved from a fit of the gout," says Angelo, ** he 
would crawl to the painting-room of Gainsborough, and, 
tapping at the door, would inquire, ' Is Old Grumpus at 
home?' 'Come in,' was the reply, when the painter, 
placing a chair for his gouty friend and a stool to rest 
his foot upon, he would put on a grave doctorial look, and, 
resting his chin upon his maulstick, inquire in the Bath 
medical phrase, secundum artem^ ' Well, how is toe ? ' 

'' If a portrait happened to be upon the easel, as 
Quin said, he, Gainsborough, was in the humour for a 
congenial growl at the dispensation of all sublunary 
things. If, on the contrary, he was engaged in a land- 
scape composition, then he was all gaiety, his imagination 
in the skies. Dependent, then, upon either of these 
circumstances, did these two strange men and boon com- 
panions shape and model the tenor of their discourse." 

This is a confirmation of a curious tradition that the 
painter disliked the painting of portraits, and was happy 
only when engaged on landscape — a thing difficult to 
believe in the face of his genius as a painter of faces. 
It is repeated, however, by many of his contemporaries. 
Angelo continues : " Gainsborough, for all his apparent 
playfulness of style, often told Quin, who again assured 
my father of the fact, that nothing could equal the 
devilism of portrait painting. Indeed, he told me at his 
house in Pall Mall, that he was sure the perplexities of 
rendering something like a human resemblance from 
human blocks was a trial of patience that would have 
tempted holy St Anthony to cut his own throat with his 
palette knife." Quin apparently was quite capable of 
distinguishing between the painter's successes and failures. 
" Sometimes, Tom Gainsborough," he used to say in his 
brusque manner, ''a picture in your rigmarole style 
appears to my optics the veriest daub ; then, the devil's in 
you, I think you a Vandyke." 
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Quin's interesting character is perhaps best presented 
in Humphrey Clinker^ where Smollett took the unpre- 
cedented liberty of weaving the life of a living character 
Into his story and under his proper name. The master- 
ful Quin was nearing his end when he became intimate 
with the painter, and it is strange that a mutual esteem 
should have sprung up between the two men, instead of 
the enmity which would have been less surprising between 
characters so similar. Gainsborough was often at Prior 
Park, where he may have heard that famous encounter 
between the actor and Warburton. " That saucy priest," 
as Walpole calls him, was haranguing upon the beauties 
of the royal prerogative. "Spare me, my Lord," said 
Quin, ''you are not acquainted with my principles. I 
am a republican, and perhaps I even think that tihe exe- 
cution of Charles the First might have been justified." 

" Ay," replied Warburton, " and by what laws ? " 

'' By all the laws he had left them," said Quin. 

The Bishop then shifted his ground, and bade Quin 
remember that all the regicides came by violent ends. 

^ I would not advise your Lordship to make use of 
that inference," rejoined Quin, " for if I am not mistaken, 
that was the case of the Twelve Apostles." 

Among the Bath worthies with whom Gainsborough 
must have spent much of his leisure was John Wiltshire, 
the carrier. Men of that calling were personages of 
importance before the era of railways, and Wiltshire was 
an important member of his class. His family had 
already attained the rank of squires, and he himself 
lived in a mansion built by Wood at Shockerwick, a 
property acquired by his father between 1740 and 1750. 
The Wiltshires had been well-known residents in or near 
the city since the time of the first Thomas Wiltshire, 
who died in 1648. A Walter Wiltshire, Thomas's 
grandson, had much to do with the early entertainments 
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of the city, and was partner with Nash in some of his 
less reputable undertakings. His son founded the vast 
carrying business which was developed by Gainsborough's 
friend. 

The relations of these two men show a very pleasant 
disposition in both, and go to confirm the tradition of 
the painter's abounding good-nature* Wiltshire's inter- 
course with Gainsborough seems to have been of the 
happiest He professed so great an admiration for the 
painter's work that he would never take payment for 
conveying the finished canvases to his sitters, or of de- 
livering the annual works to the exhibitions in London. 
" No, no, " said he ; ^ I admire your painting too much to 
take payment." Gainsborough refused to remain under 
this continuing and increasing obligation, when the 
carrier proposed a scheme of compromise which pleased 
both. " When you think," he said, " that I have carried 
to the value of a little painting, I beg you will let me 
have one, sir, and I shall be more than paid." 

It was in these circumstances that the small but 
important collection of the painter's work was acquired 
by John Wiltshire which was known by his name, and 
was dispersed by his descendants at the Shockerwick 
sale in 1867. Cunningham tells a stoty of the good 
feeling between the two. Gainsborough begged the loan 
of one of Wiltshire's horses as the model for a figure he 
wished to place in one of his pictures. The good carrier 
saddled and bridled the animal and sent it to the painter 
as a present. " There was long extant," says Fulcher, 
^' a remarkably fine study of this animal, when, after too 
old for work, it had returned to ease and clover." 
Gainsborough, not to be outdone in generosity, painted 
the " Harvest Wagon " and sent it to the carrier. In 
that canvas Wiltshire's own waggon appears drawn by 
his own horses, including that given by him to Gains- 
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borough. The driver pulls up the team in order that a 
peasant girl may join the others in the waggon ; this girl 
being painted from one of Gainsborough's own daughters, 
her sister being also represented as seated in the waggon. 
On presenting this canvas to the carrier, Gainsborough 
said it pleased him more than any piece he had ever 
executed. It is the picture now in the possession of 
Lord Tweedmouth, which was sold at the Shockerwick 
sale for £3097. That sale included also the portraits 
of Quin and Foote, the Parish Clerk now in the National 
Gallery, a Boy and Dog, and two landscapes. It is 
uncertain, of course, whether these pictures were all 
acquired by Wiltshire as a set-off for his services as a 
carrier ; but if so, Gainsborough certainly repaid his debt, 
and with interest. 

Gainsborough's artistic acquaintance at Bath was 
perhaps completed by his intimacy with Abel, Bach, and 
Fischer, all three of whom were associated in that musical 
profession which has never failed to find lucrative 
patronage for foreigners in England. Karl Frederick 
Abel was a fellow-pupil of Johann Christian Bach at 
Leipsic under the latter's father, the g^reat John Sebastian 
Bach. It was Abel who first fired Gainsborough's 
imagination with the beauties of the viol da gamba, ajid 
the estimation in which he held him is very plain in one 
of the letters to Jackson. Abel was perhaps the most 
eminent of the players of that instrument of which there 
is record. He came to London in 1759, and gave his 
first concert in the Great Room in Dean Street, Soho, 
all the pieces in the programme being of his own com- 
position. The town was vastly pleased with his music, 
and he had his reward in the appointment as Queen 
Charlotte's chamber musician at two hundred a year. 

When Johann Christian Bach came to London in 
1765, Abel joined him, and they lived together and 
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jointly conducted Mrs. Comely's subscription concerts 
at Carlisle House, later at the Hanover Square Rooms. 

Abel's " musical science and taste were so complete," 
says Bumey, " that he became the umpire in all musical 
controversy, and was consulted like an oracle. He was 
accustomed to call his viol da gamba the King of 
Instruments, and to say of himself, * There is one Abel.' " 

After Bach's death, in 1782, Abel continued the 
concerts with less success, and he went to Germany in 
the following year, and there fell upon that habit of drink 
which eventually killed him. His last appearance was 
in 1787 at Mrs. Billington's concert, and he died a month 
later, " after a lethargy of sleep of three days' duration." 

Gainsborough's friend Bach was the eleventh son of 
the illustrious Sebastian, and a notable member of that 
remarkable dynasty of musicians who generation after 
generation sustained the family tradition of musical ability 
in their native Thuringen during two complete centuries. 
Until the time of the great Sebastian, in whom the genius 
of the famfly culminated, the Bachs through four genera- 
tions had forgathered in the little towns of that country, 
Arnstadt, or Erfurt, or Eisenach; had met for social 
intercourse and the cultivation of the hereditary talent ; 
often married sisters, and generally kept together in a 
clan which hoarded as it were the family ability, until it 
blazed forth in the person of Johann Sebastian. 

Johann Christian, the painter's friend, was one of 
the succeeding generation which spread the reputation of 
his family about Europe, but in whose hands perhaps 
it began to decline. His father died when he was 
fourteen ; at nineteen we read of him as organist at Milan 
Cathedral, and as writing opera, which perhaps brought 
him into contact with Signora Grassi, the prima donna of 
the opera-house in the southern city, whom he married 
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when he was twenty-three, and brought to England. 
His musical compositions for the pianoforte were much 
admired by ladies and amateurs, and did much to spread 
the popularity of that instrument. He was clever, 
intelligent, and genial, ** but, in spite of easy circumstances, 
died much in debt" ' 

The last of the trio of Gainsborough's musical 
friends was Johann Christian Fischer, the noted player 
of the hautboy, who had held the post of player of that 
instrument to no less a potentate than Frederick the 
Great He first appeared in England at the Thatched 
House in June of 1768, and his playing was for many 
years a great attraction at the Bach and Abel concerts 
and at Vauxhall. As a member of the Queen's band, 
Fischer was frequently before the Court, and his playing 
of Handel's fourth oboe concerto at the Handel Com- 
memoration in 1784 so delighted King George, that 
His Majesty pulled out his pencil and left a note of his 
admiration on the book of words. Fischer's tone must 
have been very powerful, for Giardini, the eminent fiddler, 
characterised it as ''such an impudence of tone as no 
other instrument could contend with," which was a very 
human complaint from the professor of the more delicate 
instrument. 

Fischer, though no chicken in point of years, seems 
to have been of a very personable address and aspect, as 
appears plainly enough from his portrait by Gainsborough 
in the Royal collection. At Bath he seems to have 
fascinated Mary Gainsborough, the painter's younger 
daughter, and there followed a tendresse on both sides, 
which duly ripened into marriage some years later in 
London, and which we shall have occasion to glance at 
on a later page. Here we note that poor Fischer died 
in 1800, after a seizure of paralysis while playing at 
a State concert 
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The intimacy of the painter with these three men 
was, we think, intermittent only at Bath, where it must 
have been confined to the opportunities given by the 
visits of the musicians to the city, or of the journeys made 
by the painter to London. When, however, Gainsborough 
migrated to town, they were all among the closest of 
his friends, and there are many anecdotes of their 
relations which we shall refer to in the proper place. 

Gainsborough included those two notable families 
at Bath, the Sheridans and the Linleys, among his 
acquaintance. We have seen already that he was 
painting the portrait of the beautiful Elizabeth Linley 
in 1768 — that portrait, now at Knole, in which so mudi 
of her youthful beauty is preserved. Angelo mentions 
that he was introduced to the painter in the same year 
by Sheridan, then only seventeen, and about leaving 
Harrow in order to finish his education in London, 
where indeed he became a pupil of the elder Angelo. 
As an acquaintance of both parties, the painter must 
have been much interested in the romantic proceedings 
which ended in the alliance of the two families by the mar- 
riage of young Sheridan to Elizabeth Linley. Sheridan 
only joined his father in Bath in 1770, when his future 
wife was assisting her rather mercenary father with his 
concerts at Bath and Bristol, and occasionally further 
afield, at Oxford, Cambridge, and in London. The details 
of the courtship which followed are unequalled in modem 
times for their romantic flavour. There were the penni- 
less but fascinating Sheridan on the one side, the pair 
of elderly suitors on the other, the girl devotedly in love 
with the youthful dramatist, and the parents of both 
opposed to their marriage. Out of these elements 
developed a story which would have made the fortune 
of a novel writer. The young lady, persecuted by the 
attentions of the elderly Matthews, appeals despairingly 
10 
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to young Sheridan, which makes one wonder at the 
attitude of her father, old Linley, who rather favoured 
Matthews with his money-bags. Sheridan whips the 
young lady off to France, with the intention of placing 
her in a convent; old Linley follows the pair and 
brings the young lady back, though not before she had 
married her lover at Calais, a ceremony which they 
agreed to treat as a betrothal. On Sheridan's return, 
Matthews publishes his conviction that Sheridan is a 
liar and a scoundrel. Sheridan fights him in London, 
disarms him, and makes him beg for his life. A second 
duel follows in Bath, in which the younger man is badly 
wounded. On his recovery, and in the face of the 
opposition of both families, he is rewarded for his brscvery 
and constancy by the hand of the lady; and by all 
the rules of the game should have lived happily with 
her ever afterwards. 

There is perhaps no figure in all that picturesque 
eighteenth century which so appeals to our imagination 
as that of Elizabeth Linley, whether as maid or wife, 
that gracious personality whom all her contemporaries 
conspired to praise, until she seems to us the very 
quintessence of feminine beauty and charm. There is 
the pretty figure of the shy child offering tickets from 
her little basket at the door of the Bath assemblies; 
the beauteous girl with the God-given voice of the 
concerts, and oratorios; the romantic figure of the love- 
story surrendering herself absolutely to the man of her 
choice ; the gracious young married woman ; the beauti- 
ful young matron, with her wistful remembrance of the 
happier days of her early married life ; and finally the 
untimely death. The consensus of praise for Mrs. 
Sheridan's beauty is as extraordinary as the absence 
of anything but enthusiasm for the perfection of her 
character. All the critics of their fellows, from Horace 
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Walpole downwards, exchanged their sneers for generous 
praise in writing of Mrs. Sheridan. The rou^ Wilkes 
thought her the ''most modest, pleasing, and delicate 
flower" he had seen; "the el^ance of Mrs. Sheridan's 
beauty is unequalled by any I ever saw except Mrs. 
Crewe," says Fanny Bumey, which is perhaps more 
convincing still; the Bishop of Meath thought her the 
"connecting link between woman and angel." 

Gainsborough himself has best preserved that beauty 
for the delight of succeeding generations. Reynolds 
indeed made Mrs. Sheridan the subject of one of his 
masterpieces, but we feel that the " St. Cecilia," superb 
as it is as a composition, presents less of the intimate 
beauty of the sitter than either of the three renderings 
of the same lady by Gainsborough. In all these appears 
that quality of gentle melancholy which constitutes one of 
the greatest charms of his finest work. The earliest, of 
course, is the picture of Elizabeth at the age of sixteen, 
painted with her brother Tom, which we have already 
mentioned, and now at Knole. The second was painted 
shortly after her marriage, and is the well-known canvas 
at Dulwich College, where she stands holding a guitar 
by the side of her sister, Mrs. Tickell, who is seated. 
We learn from a letter by that lady that the family 
were delighted with this picture, and thought that it 
did justice to Elizabeth's beauty, though Mrs. Tickell 
not unnaturally hints that she considered her own 
hardly used. The last and finest of all is the superb 
canvas now in the possession of Lord Rothschild, which 
Gainsborough exhibited in 1783 when Mrs. Sheridan 
was twenty-nine. In composition it is very like the 
picture of Mrs. Robinson in the Wallace collection, 
the attitude being almost identical, and the figure seated 
on a bank in an open landscape. It was engraved by 
Gainsborough Dupont in an atrocious plate, prints 
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from which are mercifully rare. It is probable indeed 
that the failure of the engraver to produce an)rthing of 
the charm of the picture led to the suppression of the 
print, which would account for its scarcity. An im- 
pression, however, came to the British Musuem in the 
magnificent bequest of Lord Cheylesmore, and any one 
interested in mezzotint engraving should compare a 
photograph of the picture with the engraving. It is a 
remarkable example of the failure of an able engraver 
in dealing with a subject which niight have inspired 
the most incapable. The likeness is absolutely lost, 
and the blooming young woman of thirty appears as 
an elderly and unattractive matron, whose hair so finely 
treated in the picture appears in the print like the locks 
of Medusa. One of Gainsborough's finest landscape 
backgrounds, too, is transformed in the print into the 
poorest of conventions. Mr. Charles Wertheimer has a 
very beautiful head of an attractive young woman by 
Gainsborough, which may be a fourth portrait of Mrs. 
Sheridan. This portrait, however, has little of the 
melancholy of the other three. 

We can well imagine the impulsive Gainsborough 
being fired by the beauty of the face and of the person- 
ality of Miss Linley, and his appreciative talent for fine 
music being touched by the sound of that marvellous 
voice at the Bath concerts. There is an interesting 
story related of him in this connection by Thicknesse. 

"After returning from a concert at Bath nearly 
twenty years ago (that is, in 1768 or 1769), where 
we had been charmed by Miss Linle}r's voice, I went 
home to supper with my friend, who sent his servant 
for a bit of clay from the small-beer barrel with which 
he modelled, and then coloured her head, and that 
too in a quarter of an hour, in such a manner that I 
protest that it appeared to me even superior to his 
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paintings. The next day I took a friend or two to 
his house to see it, but it was not to be seen; the 
servant had thrown it down from the mantelpiece and 
broke it." 

It is just possible that Thicknesse was misinformed 
as to the reason of the disappearance of this model, and 
that Gainsborough, bored by the Governor's officiousness 
in bringing his friends in the morning, had removed it as 
a means of getting rid of him. This is suggested by a 
note of Fulcher to this passage from Thicknesse, stating 
that C. R; Leslie had in his possession, some years before 
he (Fulcher) wrote, " an exquisite plaster cast of a head 
of Miss Linley from a clay model by Gainsborough, 
which unfortunately met with a similar fate." Fulcher 
adds, ''Gainsborough would now and then model the 
faces of his friends in miniature, finding the material in 
the wax candles burning, before him ; the models were 
as perfect in their resembliance as his portraits." 

The last of the few anecdotes recorded of Gains- 
borough at Bath is by Thicknesse, and is very creditable 
to both. 

"A gentleman and a friend of mine had, without 
letting any one know his distress, shot himself in this 
city. I found by some letters from a female which 
came into my hands from the coroner, that he was 
connected with a woman in London, who had painted 
the distress of her mind in those letters d la Gains- 
borough. I wrote to her, and her reply to me was of 
the same cast, and, meeting Mr. Gainsborough going to 
the play when I had the letter in my hand, I showed it 
to him. I saw the stifled tear ready to burst from his 
eye, and so quitted him. He returned home, sent me a 
banknote in a letter, wherein he said; ' t could not go 
to the play till I had relieved my mind by sending you 
the enclosed banknote, which I beg you to transmit to 
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the poor woman by to-morrow's post.' His susceptible 
mind and his benevolent heart led him to many such 
repeated acts of generosity, though at that time I knew 
he was not rich^ and I suppose did not die with a tenth 
part of what he might have been possessed of had he 
been a worldly-minded man." 

Gainsborough's wife Margaret remains a very faint 
shadow throughout these years ; she is hardly mentioned, 
indeed, except inferentially by the Governor, who is 
continually suggesting parsimony as one of her failings. 
It seems a grievance on the part of Thicknesse that she 
managed to put by ;^SOo during the fourteen years' 
sojourn in Bath — a fact which, to some of us, and in 
view of the prodigal benevolence of her husband, 
appears evidence of virtue. Margaret, however, was 
now very much concerned for her daughters, who were 
already of marriageable years; and from the passage 
in one of the Jackson letters, in which Gainsborough 
deplores the " dusty business of looking for husbands," 
Mrs. Gainsborough was doubtless busy enough. We 
do not value the Governor's animadversions on the lady 
very highly; there was evidently a grievance of long 
standing between the pair, which, from a rather naive 
admission of the excellent Thicknesse, may have 
originated in her boredom at his frequent calls for 
entertainment at the painter's house. As a counterblast 
to the Governor's innuendoes, we may perhaps quote 
Cunningham, himself quoting Mrs. Lane, one of Mrs. 
Gainsborough's nieces. 

** His wife, whatever the Governor has insinuated to 
the contrary, was a remarkably mild and sweet-tempered 
woman — I repeat the words of Mrs. Lane — ^who gave her 
husband his own way, and never sought to win him to 
her way except by gentleness. Indeed, he was one of 
the last who would have brooked controul, and so proud 
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or so whimsical, that he never rode up to his door in 
a hackney coach, and admonished his niece to avoid 
doing so." 

Almost the single anecdote preserved of the relations 
of Gainsborough with his wife is an incident which some 
have considered rather touching, but which has occasioned 
some derision with one of the painter's biographers. 

" Whenever Gainsborough spoke crossly to his wife, 
a remarkably sweet-tempered woman, he would write a 
note of repentance, sign it with the name of his favourite 
dog Fox, and address it to his Margaret's pet spaniel 
Tristram. Fox would take the note in his mouth and 
duly deliver it to Tristram. Margaret would then 
answer, * My own dear Fox, you are always loving and 
good, and I am a naughty little female ever to worry 
you as I often do, so we will kiss and say no more 
about it' " 



CHAPTER VI 
WORK AT BATH— 1767-1774 

LITTLE is known of the details of Gainsborough's 
professional life at Bath beyond what may be 
gathered from the list of his known works painted in 
that city. Of these the chief index is contained in the 
catalogues of the exhibitions, of the Incorporated Society 
of Artists up to the year 1768, and those of the Royal 
Academy from 1769 to 1772, in which year he arrived 
at one of his periodical disagreements with that body, 
and refrained from contributing again until 1775, when 
he was finally settled in London. In addition to his 
contributions to the exhibitions, there remain a large 
number of unexhibited portraits which have been iden- 
tified as of the Bath period, and the many landscapes 
and rural subjects which we have already mentioned 
as typical of his work in the western county. 

These works, taken together, represent the labour of 
a very busy man, and we may think of Gainsborough at 
Bath as fully employed with sitters in his painting-room 
in the Circus, but as seizing any opportunity a cessation 
of such work offered of turning to the landscape and 
rustic subjects which he preferred. Little of his land- 
scape work of this period bears much evidence of having 
been painted from nature. It occupies a position 
technically between the painful studies of the Suffolk 
days- and the inspired abstractions of the landscape 
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backgrounds in some of his later portraits. But tradi- 
tion» the few works known to have been inspired by 
local scenery, as well as the longing for country life 
which appears so plainly in one of his letters to Jackson, 
all suggest that Gainsborough took every opportunity that 
presented itself of seeking inspiration in the open air. 
The « Market Cart," the « Harvest Waggon," the « Cottage 
Door," and a score of other similar works, were doubtless 
painted in the studio in the circumstances described by 
Fulcher. But, the increasing subjective quality which 
may be recognised in these works notwithstanding, it is 
impossible* to doubt that the painter sought the materials 
from which they were evolved among the peasantry and 
the pleasant scenery of the country l)dng near Bath. 
We read of his having a friend at Corfe, near Taunton, 
for example, '' where he used often to sketch," and the 
"Wood Scene" exhibited by Mr. A. E. White in 1885 
was doubtless the result of one of his expeditions to that 
locality. Several of his portraits, too, like the Boy's 
Head sent to the first exhibition of the Academy, are 
known to have been painted in the country. The great 
collections of pictures at Wilton and elsewhere, which 
had so profound an influence on his art, would also 
employ much of Gainsborough's time which was un- 
occupied by sitters ; there were the annual expeditions to 
London at the time of the exhibitions ; and, altogether, 
Gainsborough was certainly less tied to his painting- 
room and to Bath than has been commonly supposed 

The list of his exhibited work, scanty and unsatis- 
factory as it is from its lack of the detail necessary for 
complete identification, introduces us to some fine work 
in portraiture and to some personages of interest. 

To the exhibition of 1767 he sent three portraits — 
those of Lady Grosvenor, the Duke of Argyll, and a 
Mr. Vernon, as well as a " Landskip with Figures." 
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The Lady Grosvenor, now in the possession of the 
Duke of Westminster, is a half-length, and shows the 
lady in a velveteen dress with white net and pink ribbon. 
This lady three years later was the centre of one of the 
choicest scandals of the day — a scandal which set all the 
gossip-mongers from Horace Walpole downwards writing 
for their lives. " The Duke of Cumberland," as Horace 
in his pleasant way puts it, ^^ had the mishap of being 
surprised at least once with my Lady Grosvenor, who 
is actually discarded by her lord." " Lord Grosvenor," 
says the same authority, " had given her no slight 
grounds of alienation," while the lady herself was one 
^* whom a good person, moderate beauty, no understand- 
ing, and excessive vanity, had rendered too accessible to 
the Duke of Cumberland." If we may trust another of 
those recording angels of the period, Sir Nathaniel 
Wraxall, which, however, is a large assumption, the 
damages of ;^ 10,000, which was a result of the trial 
which followed, were awarded to Lord Grosvenor, "in 
spite of the efforts of Lord Chief Justice Mansfield to 
save the King's brother." The Earl settled j£^i200 a 
year on the divorced lady, which we may hope was some 
slight consolation when the fickle Cumberland fluttered 
off to the widow Horton only two years later, and so 
helped to provide George the Third with an occasion 
for the Royal Marriage Act, by which the love affairs of 
his house have since been regulated. 

There are various miniatures of the actors in this 
drama preserved in the memoirs and letters of the times. 
Horry saw the lady at Northumberland House "with 
such a display of frizz that it literally spread beyond her 
shoulders. I happened to say it looked as if her parents 
had stinted her in hair before her marriage, and that she 
was determined to indulge her fancy now," a remark 
which brought Walpole into sad disgrace with the lady's 
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mother^ Lady Henrietta Vernon. The town was much 
amused over the story of the Duke's love-making as 
recounted at the trial. He used to meet Lady Grosvenor 
at obscure country inns, it seems, where the Duke was 
taken for an eccentric country squire, and was christened 
Fool by the rustica Reynolds's biographers tell an 
amusing story of the Duke when he took his Duchess to 
be painted by Sir Joshua Reynolds in Leicester Fields : 
''When, after he had been some time blundering and 
swearing and stumbling over easels and stretchers, the 
Duchess insisted sotto voce that he should say something 
pleasant to the painter, the only remark he could muster 
up as he stared at the canvas on which his pretty wife's 
face was laid in, was, ' What, eh ! so you always begin 
with the head, do you ? ' " 

The portrait of the Duke of Argyll of the exhibition 
of 1767 is that of John Duke of Argyll, who succeeded 
his cousin as fourth duke in 1767, but had long been 
known as Colonel Campbell. Colonel Campbell was an 
able soldier, who had fought with the army in Flanders 
and at Dettingen, and later he filled many offices about 
the Court of Greorge the Second and George the Third. 
He was the husband of that beautiful Mary Bellenden, 
** smiling Mary, soft and fair as down," Queen Caroline's 
maid of honour and the very type of lovable womanhood, 
according to all her contemporaries. One would have 
liked to see Gainsborough's impression of that lady, even 
in her mature years, beside those which he painted of her 
husband and her son. It was Mr. Gay who sang of 
Mary Bellenden in the style of Chevy Chace, and of her 
high spirits at that doleful Court, which is painted so 
depressingly by the cynical Hervey : 

<' Bellenden we needs must praise, 
Who as downstairs she jumps, 
Sings over the hills and fiur away, 
Despising doleful dumps." 
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It was Mary Bellenden, too, who would stand no 
nonsense ifrom the interesting Frederick Prince of Wales, 
but stood steadfast for her lover in spite of that great 
personage's attentions, and, as some say, slapped his face. 
" She was never afterwards mentioned by her contem- 
poraries," says Walpole, "but as the most perfect 
creature they had ever known." 

Gainsborough painted the Duke a second time, in the 
portrait at Inveraray, showing him seated and holding the 
baton of his hereditary office of Steward of the Scottish 
Household. It was engraved by James Wilson, and is 
included in Messrs. Graves's small series. 

The other portrait of this exhibition was of Mr. 
George Vernon, son of the first lord, whom he succeeded 
as second Baron Vernon. The " landskip " has not been 
identified. 

Gainsborough's contribution to the Society's exhibi- 
tion of 1768 was a pair of whole-length portraits, 
described in the catalogue as " An Officer " and " A Sea 
Officer." The "Officer" was Captain Needham, the 
ancestor of the Earl of Kilmorey, who at present owns 
the canvas. 

The "Sea Officer" was the Honourable Augustus 
John Hervey, later third Earl of Bristol, a very notable 
member of that family, which was described by a witty 
lady of the period as a distinct species of the genus 
komo. " Mankind," said this lady, " consists of men, 
women, and Herveys." The Captain is represented 
leaning upon a rock upon a sea-shore, holding a telescope, 
with a ship of war in the middle distance, and is a 
remarkably fine picture, which owes perhaps something 
to the Keppel painted by Reynolds some fifteen years 
earlier. 

Hervey was one of the two gentlemen who stood 
in the relation of husband at one and the same time to 
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the fascinating lady who b^an life as Miss Chudleigh, 
a local beauty of Plymouth, and whose career was so 
interesting to the scandal-mongers of two generations in 
the middle years of the eighteenth century. The charms 
of this young lady when she became maid of honour 
to the Princess of Wales were the despair of the young 
men about town, and her dress, or rather the want of it, 
at the masquerades the scandal of the dowagers. The 
first victim seems to have been the young Duke of 
Hamilton, who exchanged secret vows with the lady, but 
deferred his marriage until after his return from the 
grand tour. Then Captain Hervey appeared, succeeded 
in captivating the volatile beauty, and married her out of 
hand, but secretly, at Lainston Church. The lady, still 
as Miss Chudleigh, returned to Court, and Hervey, quite 
naturally, grew jealous of the attentions which other 
young men paid to the maid of honour. He threatened 
to declare the marriage, upon which the spirited lady 
removed the leaf recording the match from the Lainston 
Register. Then, upon Hervey becoming Earl of Bristol, 
she bribed the parish clerk to restore it, attracted no 
doubt by her title of Countess. The Earl, however, 
grew weary of his wife, who seems to have shared the 
boredom, and the parties agreed to a separation. Then 
a former lover, Mr. Pierrepoint, now Duke of Kingston, 
appeared, was captivated by the beauty, and conducted 
her as Miss Chudleigh still, although she was the mother 
of a son, with all decorum to the altar. Lord Bristol, 
with the eccentricity of his family, strolled into the 
church at the ceremony, to take, as he said, ''a last 
look at his widow." The later history of this astonish- 
ing lady is well known. When the Duke died, in 1773, 
his heirs-at-law discovered the marriage with Hervey, 
and the Duchess was tried for bigamy before her 
peers in Westminster Hall, when old Tyger Thurlow 
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ordered her to be branded on the hand as a bigamist, 
and this ceremony having been performed with a cold 
iron, she disappeared on the Continent 
— The exhibition of 1768 was the last of those organ- 
ised by the Incorporated Society of Artists. That body 
had performed a most useful office to British art, by 
providing a means by which painters might be brought 
into direct relationship with the public who supported 
them. The exhibitions, too, had an educational influence 
upon that public itself, and did much, by popularising 
the work of such men as Gainsborough and Reynolds, 
to establish the claims of the painters of Great Britain to 
a school of its own, and to explode the pretensions of 
the debased Italian art, which before the exhibitions had 
alone engaged the attention of British amateurs. So 
much must always be reckoned to the credit of the 
Incorporated Society. But the time had arrived for that 
body to give place to another, which for good or evil 
had British art almost entirely in its keeping until well 
within living memory. From 1769 onwards we must 
look for Gainsborough's exhibited work among the 
catalogues of the exhibitions of the Royal Academy. 

Gainsborough's relations with the Academy were on 
the whole so peculiar, and in some particulars so diffi- 
cult to explain, that a glance at the origin of that body 
and of the circumstances in which it came into being 
seems desirable. His attitude towards the Academy 
appears to have been one of ill-concealed hostility from 
the beginning, and it is just possible that this attitude 
may be explained by the fact that the older institution, 
in which his great friend Joshua Kirby was much inter- 
ested, was extinguished by the success of the new. 

It is well known that the Academy owed its birth to 
the dissension among the members of the Incorporated 
Society, which had displayed itself chiefly at the meetings 
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of the members who were concerned with the annual 
exhibitions. The Incorporated Society had itself been 
the outcome of disagreement among the exhibiting 
artists of an earlier period. When the exhibition of 
1 761 was opened at Spring Gardens, there remained a 
discontented remainder, composed chiefly of the younger 
men, who continued sending their works to the Great 
Room of the Society of Arts in the Strand until 1764, 
after which they took the title of the Free Society of 
Artists, and continued their exhibitions at various rooms 
until 1775, when they expired at St Albans Street 
The stronger body at Spring Gardens, with whom Gains- 
borough regularly exhibited after 1761, became more 
and more prosperous and attracted increasing notice, 
until, in 1765, they were incorporated under Royal 
Charter with the title of the Society of Artists of Great 
Britain, and took arms : *' Upon a field azure, a brush, a 
chisel, and a pair of compasses composed fretty, or ; over 
them in chief, a regal crown proper." They had Britannia 
as a supporter on one side, and Concord on the other, 
and a crest composed of oak leaves, palm branches, and 
laurels. The list of the twenty-four directors of the 
Incorporated Society included all the rank and file of 
the artists of 1765, but few of their leaders. Lambert, 
the scene painter, was President ; Francis Hayman, Vice- 
President ; Dalton, Treasurer ; and Francis Milner Newton, 
the Secretary. Richard Wilson was perhaps the most 
eminent of the painters; architecture was adequately 
represented by Chambers, and engraving by Macardell ; 
but although Gainsborough and Reynolds both availed 
themselves of the annual exhibitions, neither was a 
recognised member. 

By 1768, or indeed earlier, the Society was already a 
house divided against itself. It was rent with cabal and 
intrigue, and the more notable members were already 
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withdrawing from its meetings. The matter of dispute 
was one of administration or procedure, namely, whether 
the directors should be elected annually, or continue in 
office indefinitely. The majority, mainly insignificant 
men in their profession, had revolted against the directors, 
and had taken the management of the Society into their 
own hands. They had succeeded in ejecting sixteen of 
the twenty-four directors from office in 1768, and the 
remaining eight resigned on the loth of November of 
that year. These gentlemen, who included Chambers, 
Hayman, Paul Sanby, Wilson, Wilton, Moser, and others, 
thereupon decided to form an institution of their own in 
opposition to the Incorporated Society, and to obtain the 
King's consent to act as their patron. The President of 
the Incorporated Society after the secession was Joshua 
Kirby, Gainsborough's old Ipswich friend. 

Reynolds was absent in Paris when the new scheme 
was matured, and William Chambers, West, Cotes, and 
Moser were the active spirits in the movement. 
Chambers waited on the King in person towards the 
end of November, to explain the design of the proposed 
institution and to present the memorial praying for His 
Majesty's patronage. He found the King altogether 
propitious, and the matter was well forward when 
Reynolds returned from Paris. Chambers had sub- 
mitted a list of proposed members to the King, who 
had himself nominated the officers or some of them, 
with Reynolds himself as President A meeting was 
called at Wilton's, the sculptor, for the 9th December, 
to arrange these matters in order that Chambers might 
report the settlement of the business to His Majesty at 
an audience which had been granted to him for the 
following day at the palace. 

In these circumstances, with Re3molds already 
nominated by the King as the President of the new 
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body, it was very important to obtain that painter's 
co-operation, and Penny and Moser called on him on 
the morning of the 9th December in order to secure his 
attendance at the meeting of the artists which was to be 
held in the evening. Reynolds apparently declined to 
associate himself with the enterprise. West then went 
to him and told him of the arrangements which had 
been made, that the King himself had approved the 
names of thirty out of the forty proposed members of 
the new body, and that these artists were all to meet at 
Wilton's studio in the evening to confirm the arrange- 
ment Reynolds was still doubtful and averse to move 
in the matter. His reasons for this attitude, as he 
informed West, were that Joshua Kirby, who was not 
only the President of the Incorporated Society, but also 
Teacher of Perspective to the King, had assured him in 
the most decided manner that there was no truth in the 
rumour that such a design as was in contemplation had 
His Majesty's support, and that he thought it would be 
derogatory on his part to attend a meeting of artists 
who had no sanction for doing what they had under- 
taken. To this West replied : 

" As you have been told by Mr. Kirby that there is 
no intention of the kind, and by me that there is, and 
that even the rules are framed and the officers conde- 
scended upon, yourself to be President, I must insist on 
your going with me to the meeting, where you will be 
satisfied which of us deserves to be credited in this 
business." 

Reynolds knew West to be persona grata with the 
King, and was at last convinced, and consented to 
accompany him to the meeting in the evening. " In the 
evening at the usual hour," says Leslie, " West went to 
take tea with Reynolds before going to the meeting; 
but, either from design or accident, tea was not served till 
II 
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an hour later than usual — not, indeed, till the time fixed 
for the artists to assemble at Wilton's; so that, when 
they arrived there, the meeting was on the point of break- 
ing up, conceiving that, as neither Reynolds nor West 
had come, something extraordinary had happened. But 
on their appearing a burst of satisfaction manifested the 
anxiety that had been felt, and without any further delay 
the company proceeded to carry into effect the wishes of 
the King/' A report of the proceedings was made to the 
King on the next morning, and the Academy thus 
constituted held its first general meeting four days later, 
on the 14th December 1768. 

Gainsborough's name does not appear in the first list 
of the Academy publbhed in the catalogue of the first 
exhibition, though the letters R.A. are appended to his 
name as an exhibitor. ** It is evident,"" says Tom Taylor, 
" that there was a determination to secure him for the 
Academy, and that he let himself be secured; but he 
seems never to have taken any part whatever in the work 
of the Academy, and his membership is hardly traceable 
in the Academy records except by a quarrel occasionally 
about the hanging of his pictures." 

Gainsborough was a man of capricious temper, and 
one who had little respect for the established thing. He 
had a manifest enjoyment in opposing the prejudices of 
others with his own, had little sympathy with pretensions 
of rank or social position which were generally accepted 
in that day, and was less careful of the feelings of his 
patrons than any artist of whom there is record, in 
modem times at least. Yet, after taking these pecu- 
liarities into full account, it is difficult to understand 
his attitude towards the Academy. To such an inde- 
pendent spirit the mere organisation of artistic matters 
and the creation of rules may have been distasteful, and 
his dbtaste would certainly not be diminished by the 
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elevation of the prim Reynolds to the Presidency — a man 
who, apart from all considerations of professional rivalry, 
was of a temperament opposed to Gainsborough's own 
as one pole to the other. And yet the Academy and its 
organised exhibitions were as useful to Gainsborough 
as to any artist living. It was no bad thing for a painter 
even of Gainsborough's ability to have men like Horace 
Walpole waiting yearly for his work, and chattering 
about it all over the town, and among the very class 
of people to whom the painter naturally looked for 
patronage. These exhibitions in London first enabled 
the painter at Bath to measure himself with Reynolds in 
London, and to confirm in the metropolis the fame which 
was already so secure in the western dty. Neither was 
he ever difllident in availing himself of the advantages the 
Academy offered by its exhibitions. Of these, indeed, 
he made the fullest use when he did not feel himself 
offended by some fancied slight of the hanging com- 
mittees, and he maintained on its walls a brisk rivalry 
with the President, not only in the number but in the 
subjects of their portraits. And yet he had nothing but 
contempt and rudeness for the Academy as a body ; and 
one wonders whether these feelings were not inspired by 
his honourable loyalty to his old friend Kirby, who took 
the success of the new body so much to heart. 

Kirb/s chagrin was pitiful. We have seen how he 
endeavoured to dissuade Reynolds from identifying 
himself with the new institution — a statement for which 
Benjamin West is our authority, and of which there can 
be no reasonable doubt. But poor Kirby was to receive 
still further disappointment. There is an amusing story 
connected with West and the King which records his dis- 
comfiture. West, as is well known, was highly regarded 
at Court. He had a reputation for piety and a well- 
ordered life, which was very acceptable to King George, 
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and had been taken by the hand by the dignified clergy. 
Drummond, the Archbishop, had commissioned him to 
paint a subject from Tacitus, and had endeavoured to 
raise a subscription of ;f 3000 Hn order that the young 
painter from Pennsylvania might be able to devote his 
genius to the painting of history, undisturbed -by considera- 
tions of butchers and bakers. The subscription failed, 
but His Grace mentioned the young painter to His 
Majesty. The painter took his picture to the palace by 
command; the King was highly pleased, and decided 
to have one for himself. His Majesty then sent for Her 
Majesty, and, obligingly construing a passage from Livy 
for the benefit of the Queen and the painter, gave the 
young man a commission to paint on the spot Regulus 
as described by the historian. 

When that picture was finished, and Mr. West 
brought it to the palace, Joshua Kirby, the King's Teacher 
of Perspective, was in attendance. He heard and echoed 
the King's praises of it, complimented the young painter, 
and expressed his hope that His Majesty would graciously 
allow his subjects to see the picture at the exhibition. 
" Certainly, certainly," said the King. " The exhibition 
of the Incorporated Society of Artists," added Kirby. 
" No, no, no," explained His Majesty ; " the exhibition of 
my own Academy." Kirby was thunderstruck, and is 
said never to have got over the mortification. He died 
soon after, blighted, it was whispered, b]^ this dreadful 
withdrawal of the Royal countenance from the Society. 

Joshua Kirby was the lifelong friend of Gainsborough, 
whom the painter held in such esteem that he desired to 
be buried by his side in Kew churchyard. One likes to 
think his peculiar relations with the Academy were, to 
some extent at least, the result of his loyalty to this friend, 
who believed himself to have suffered so much by its 
success. 
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Gainsborough's contribution to the first exhibition of 
the Academy in 1769 consisted of four pictures — three 
portraits and a " landskip." The " Portrait of a Lady " 
of the catalogue has been identified as that of Isabella, 
Lady Molyneux, daughter of the second Earl of Har- 
rington, and wife of the Lord Molyneux who was elevated 
to the earldom of Sefton two years later. 

The " Portrait of a Gentleman " of the catalogue of 
1769 is that of Mr. George Pitt, afterwards Lord Rivers, 
one of the minor diplomatists and politicians of his time, 
colonel of Militia, and member successively for Shaftes- 
bury and the county of Dorset. Gainsborough painted 
Mr. Pitt on his return from Turin, at which Court he 
held the appointment of Envoy Extraordinary, and he 
appears in the uniform of that office in the picture. 

As a young man Pitt was very handsome, and was a 
great favourite with Lady Mary Wordey Montagu. His 
wife was fortunate enough to win the approbation of 
Horace Walpole, who writes of her as ''all loveliness 
within and without." Lord Rivers himself was less 
fortunate. His memory is embalmed in Horry's pages 
as '' that venerable Corydon, brutal and half mad." 

The "Boy's Head" has been identified with great 
probability as the picture now or lately in the possession 
of Mr. F. W. Newton of Barton Grange, Taunton. 
Gainsborough was more than once in that neighbourhood 
on painting expeditions ; aiid this picture, according to 
Mr. F. G. Stephens, was the result of a visit he made 
there in 1766 or the following year. Upon that visit he 
employed a village boy in odd jobs about his painting- 
room. Entering the studio one day quietly, he found the 
youth engaged with his pencils, and trying to copy some 
object in oils upon a shutter. " His attitude and ab- 
sorbed expression caught the painter's fancy, and crying 
' Stay as you are,' he seized a canvas and rapidly immor- 
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talised his young assistant." The boy has a palette 
and brushes in his hand, and is looking upward. The 
" landskip " of this exhibition has not been identified. 

In 1770 Gainsborough sent six canvases and a book 
of drawings. The " Portrait of a Gentleman " was one of 
the Garrick portraits — either that engraved by Collyer, 
or that at one time in the Blaine collection ; the landskip 
with figures probably the " Return from Harvest," an 
earlier version of the famous picture given to Wiltshire, 
and now in the possession of Lord Tweedmouth. The 
other canvases have not been identified. 

The exhibition of 1771 saw five full-length portraits 
by Gainsborough. There is here a welcome break in 
the unfortunate lack of knowledge to enable one to 
identify Gainsborough's sitter with the entries in the 
Academy catalogue. 

The first of these portraits is the group of Lady 
Sussex and her daughter, Lady Barbara Yelverton. The 
elder lady, who was the daughter of Colonel Hall of 
Mansfield, Woodham, Northampton, is seated under a 
tree, \^ith her head resting upon her right hand ; a prim 
little girl, with the typical sloping shoulders of Gains- 
borough's children, stands at her knee. The lady has 
her hair in powder surmounted with the cap of the 
period, and with strings under her chin. The daughter, 
a demure-looking child of perhaps nine years of age, 
developed later a surprising precocity, when at the age 
of fifteen she eloped with a neighbour, Mr. E. Thorold 
Gould, whom she married and by whom she left a son, 
who succeeded to her own barony of Grey de Ruthyn. 

Two other full-length portraits were those of Lord 
and Lady Ligonier — the lady in a fancy dress, the 
gentleman with his charger. Viscount Ligonier, the 
second of the title, and kinsman of the veteran painted 



WORK AT BATH— 1767- 1774 167 

by Reynolds, whose portrait is in the National Gallery, 
married Penelope, daughter of the first Lord Rivers. 
Before succeeding to the peerage, he had served as aide- 
de-camp to the Duke of Brunswick, but was more notable 
as a man about town than as a soldier. The town 
was much amused by a duel he fought in 1771 in Hyde 
Park with the poet Alfieri — that poet who was later the 
devoted lover of the Young Pretender's wife, the Countess 
of Albany, by whose side he lies buried in the church 
of Santa Croce, in Florence. 

Lord Ligonier was one of the most intimate friends 
of Kitty Fisher, that lady whose position was so .well 
defined and understood in those days. His Lordship is 
one of the heroes of the following anecdote, which is a 
convincing illustration of the manners of the times. It 
is; taken from the European Magazine of 1793 : — 

" Mr. Pitt being one day at a review in Hyde Park 
with the King, some of the courtiers, seeing the celebrated 
Kitty Fisher at a distance, whispered His Majesty that 
it would be a good joke to introduce Mr. Pitt to her. 
The King fell in with it, and soon afterwards, looking 
towards Miss Fisher, purposely asked who she was. 

* Oh, sir,* said Lord Ligonier, • the Duchess of N , a 

foreign lady that the Secretary should know.' 'Well, 
well,' said the King, 'introduce him.' Lord Ligonier 
instantly brought Mr. Pitt up and opened the intro- 
duction by announcing, 'This is Mr. Secretary Pitt; 
this is Miss Kitty Fisher.' Mr. Pitt instantly saw the 
joke, and, without being the least embarrassed, politely 
went up to her and told her how sorry he was he had 
not the honour of knowing her when he was a young 
man ; ' for then. Madam,' said he, ' I should have had 
the hope of succeeding in your affections ; but, old and 
infirm, as you now see me, I have no other way of 
avoiding the force Of such beauty but by flying from it,' 
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and then instantly hobbled off. * So you soon despatched 
him, Kitty/ said some of the courtiers, coming up to 
her. * Not I, indeed/ says she ; * he went off of his own 
accord, to my very great regret, for I have never had 
such handsome things said to me by the youngest man 
I ever was acquainted with.' " 

The Mr. Nuthall whose full-length portrait was in 
this exhibition was a friend of the younger Pitt, who 
met with an extraordinarily tragic end. Four years 
after his picture was painted, he encountered a high- 
wayman on Hounslow Heath, who robbed him. He 
continued his journey to his house unhurt, but died 
quite suddenly while writing a letter the same evening. 
It was believed that the shock of his encounter with the 
thief affected his heart 

The fifth of the 1771 portraits, another full-length, 
was that of Captain Wade, the Master of the Ceremonies 
at Bath, a gentleman upon whom the mantle of the 
great Nash may be supposed to have descended. This 
picture, long lost, has been discovered in the present 
year (1903) at Bath, and was sold at Christie's for 
;^2ioo in July. 

Gainsborough exhibited in 1772 no less than fourteen 
works — four portraits and ten landscapes. None of the 
pictures have been identified, but the landscapes, we are 
told, were " drawings in imitation of oil painting." 

A passage in Harry Angelo's memoirs seems to 
have interest in this connection, describing, as it does, 
some of the methods Gainsborough employed in pro- 
ducing the water-colour drawings, which, when duly 
varnished and framed, were the landscapes mentioned 
in the Academy catalogue for this year. The present 
writer has never encountered these drawings, but, accord- 
ing to Sir Walter Armstrong, they turn up occasionally 
at sales, when they excite dispute. "They are draw- 
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ings," says Sir Walter, " in water-colour, very free in 
handling, and bold in effect, painted on stout coarse 
paper laid down upon canvas, and varnished. . . . Var- 
nished Gainsborough drawings of a less important kind 
are quite common. In some cases, perhaps, they have 
been varnished by irresponsible hands ; but the painter 
seems to have had an unaccountable fancy for the process, 
and in most instances the blame should rest with himself. 
Anything more unpleasant than a varnished drawing it 
is hard to conceive." There are two or three unim- 
portant specimens of these productions at the British 
Museum. 

It will be seen that this description of the existing 
drawings agrees very closely with Angelo's account of 
their origin : — 

" It is now time, however, to say something of 
Gainsborough's moppings, as, not long after the period 
of which I am writing, these his graphic vagaries were 
in high fashion. 

"Never could a spot have been pitched upon for 
the experiment to be played off more successfully than 
at Bath, where Gainsborough resided during the fashion- 
able season for many years. I saw him at his easel 
there, dashing out his designs, so long since as the 
year 1768. 

*' Had a man of less celebrity than he attempted 
such a method for sketching landscape even there,' it 
might have failed ; but he had established his renown by 
a slight and imposing style of painting, which, however 
difficult, excepting in the hands of a genius like himself, 
yet seemed to be effected without an effort of art. 

'' Gainsborough had in his experiments exhausted 
all the legitimate methods and all die tricks of painting 
in his oil pictures. He had established a reputation for 
a style of drawing as desultory in its way, when, not 
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acknowledging bounds to his freaks, instead of using 
crayons, brushes, or chalks, he adopted for his painting 
tools his fingers and bits of sponge. His fingers, how- 
ever, not proving sufficiently eligible, one evening whilst 
his family and friends were taking coffee, and his draw- 
ing thus proceeding, he seized the sugar tongs, and 
found them so obviously designed by the genii of art 
for the express purpose, that sugar tongs at Bath were 
soon raised two hundred per cent. 

" He had all the kitchen saucers in requisition ; these 
were filled with warm and cold tints, and, dipping the 
sponges in these, he mopped away on cartridge paper, 
thus preparing the masses, or general contours and effects, 
and, drying them by the fire (for he was as impatient as 
a spoiled child waiting for a new toy), he touched them 
into character with black, red, and white chalks. 

** Some of these moppings and grubbings and hatch- 
ings, wherein he took unusual pains, are such emanations 
of genius and picturesque feeling as no other artist ever 
conceived, and certainly such as no one has ever sur- 
passed." 

It was in 1773 that Gainsborough arrived at his first 
open misunderstanding with the Academy, with the 
result that none of his pictures appeared at the exhibitions 
until 1778. What the difference was we know not. 
Walpole has a note in his catalogue to the effect that 
both Gainsborough and Dance had disagreed with Sir 
Joshua, and refused to send their work to the exhibition 
as a consequence. There is no official record of the 
disagpreement in the Academy minutes; indeed, in the 
following year, 1774, Gainsborough was elected a 
member of the Council — upon his arrival in London, no 
doubt. He was even proposed for the Presidentship, 
and received a single vote. This is probably an echo 
of Nathaniel Hone's malevolence towards Reynolds. 
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That painter had an unreasoning jealousy of the greater 
man, which he had shown by a disgraceful exhibition 
of his own work, in which he had hinted very plainly 
at improper relations between Reynolds and Angelica 
Kaufmann. He was called sharply to account by the 
Academy ; but it is quite in accord with what we know 
of his nature, that he should use Gainsborough, who was 
known to be at issue with Reynolds, as a stalking horse 
to annoy Sir Joshua by proposing him as President. 

In 1775 the Council seems to have taken notice of 
Gainsborough's hostile attitude, when a motion was 
carried to omit his name from the list on the score of 
non-attendance and non-acceptance of office. A general 
meeting of the Academy, however, later restored his 
name. 

The portrait painters of the eighteenth century were 
rapid workers, and, when in full practice like Gainsborough, 
were accustomed to turn out an amazing quantity of 
work, Reynolds, for example, left behind him some 
fifteen hundred completed canvases, a number which 
represents a finished portrait or subject painting for every 
week of his working life after he had established himself 
in London. It is known, however, that Sir Joshua owed 
much to the help of assistants and drapery men, and 
that in a majority, perhaps, of his portraits little except 
the heads came actually from his own hand. Gains- 
borough, on the contrary, enlisted very little aid in that 
way. His nephew Dupont assisted him to some extent 
during the later years of his life, but the majority of his 
pictures are painted by himself throughout, and bear the 
impress of his hand in every part. 

Landscape, we know, engaged much of his interest, 
and consumed much of his working time, whenever any 
relaxation in the press of sitters waiting for their portraits 
enabled him to devote himself to the branch of his art 
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he loved best. But the portraits he sent to the various 
exhibitions which we have considered represented no 
more than a small portion of his work in portraiture 
while at Bath. There remain a number of portraits as 
well as landscape which, though undated, can be ranged 
approximately by their style ; others which the dates of 
the sitters' lives place in their proper order ; others again, 
no doubt, which have still to be recognised as his work. 

In 1769 or 1770 Gainsborough painted the great 
Earl of Chesterfield. Another portrait of Lord Chester- 
field, a whole-length, was exhibited in the Royal Academy 
in 1778 as a "Portrait of a Nobleman." Chesterfield 
was a noted figure at Bath in his later years, and was 
the reputed author of those amusing lines occasioned by 
the spectacle of Beau Nash's portrait between the busts 
of Newton and Pope in the pump-room : 

"This picture plac'd the busts between. 
Gives Satyr all his strength : 
Wisdom and Wit are little seen. 
But Folly at full length/' 

It would be superfluous to say much about that 
extraordinary personality here — the capable statesman, 
the sponsor of the new style of measuring time in this 
country, the accomplished man of letters, and the chief 
jester at White's. There is, however, an anecdote of the 
Earl in the latter capacity which is less often quoted 
than some others. Chesterfield had a prodigious reputa- 
tion as a wit in the choice company which met at that 
notable club during the later years of the reign of King 
George the Second. He led the laughter at that 
assembly, indeed, for a quarter of a century, and one 
reads of him in Walpole as '* pronouncing witticisms 
among the lads of quality at White's." His vogue con- 
tinued merrily until a new humourist arose in the person 
of young Mr. George Selwyn, who was himself a professed 
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wit. As there is never room for more than one jester 
at a club, Selwyn got rid of his senior by calling him 
Joe Miller, and by declaring that he spent the morning 
in preparing the jokes which he fired off at White's 
in the afternoon. Lord Chesterfield was so annoyed 
that he retired in dudgeon from the club forthwith. 

It was well understood that Chesterfield was in little 
favour at Court, though the reason of this was not 
common property until many years after his death. 
Lord Chesterfield lost favour with Queen Caroline by a 
piece of sheer ill luck. He had played one Twelfth-Night 
at Court, as the custom was in the days of George the 
Second, and had won heavily at hazard. Afraid of going 
home with a large sum about his person, he took it to 
the apartments of the Mrs. Howard who had lodgings 
within the palace precincts of St. James's. That lady's 
position was thoroughly understood, and even recog- 
nised, by Queen Caroline herself; but Her Majesty hap- 
pened to see Chesterfield trip up Mrs. Howard's staircase 
from a private window, and chose to be mightily offended. 

With the King Chesterfield came into collision in 
the very year His Majesty succeeded his father, George 
the First. The Earl had married Lady Walsingham, a 
daughter of the Duchess of Kendal, the King's mistress, 
who was known to be mentioned favourably in His 
Majesty's will. This will the masterful George the Second 
snatched from under the nose of the astonished Arch- 
bishop, who was about to read it, and burned with his own 
royal hand. The incident was the basis of a heavy claim 
by Chesterfield on behalf of his wife against His Majesty. 
It is said that he threatened legal proceedings, if such 
were possible; but it is certain that there was a com- 
promise, by which he received a large sum as hush money. 

Gainsborough, while at Bath, painted a portrait of a 
lady who was a very picturesque figure of those times — 
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one of those ladies of great beauty and adventurous lives 
who seem to have been a social product in some ways 
peculiar to the eighteenth century. This was Grace 
Dalrymple, the girl of seventeen who married Dr. John 
Elliot, a notable Scottish physician old enough to be her 
father. The romance of her life began, perhaps, when a 
few years later she eloped with the Lord Valentia of that 
day, who took her to Paris, where he seems to have 
transferred her to Lord Cholmondeley, with whom she 
returned to England. In London she was one of the 
many ladies who attracted the notice of the Prince of 
Wales. A daughter of hers afterwards became the wife 
of Lord Charles Bentinck, son of the third Duke of 
Portland. She was known in London as ''Dolly the 
Tall," and eventually drifted to Paris, where between 
1783 and the convulsion of the Revolution she was an 
intimate friend of Philippe Egalitd She left memoirs of 
her life, which, considering her experience, are distinctly 
disappointing. 

Gainsborough painted this lady twice — once in the 
full-length engraved by Dean, the other the bust in the 
collection of the Duke of Portland. The full-length is 
the earlier of the two ; but the smaller picture at Welbeck 
is much the finer, and was exhibited at the Grosvenor 
Gallery in 1885, and suggests a later development of the 
painter's art than that we are considering. 

The portraits of the Duke and Duchess of Montagu 
have an interest as those which the painter recommended 
Garrick to see, as an example of his latest style, in the 
letter written to Jackson which we have already set out. 
The Duchess was a granddaughter of John Churchill, the 
first Duke of Marlborough, and daughter of the second 
Duke of Montagu. Upon the death of that nobleman 
the dukedom was revived in the person of her husband, 
George Brudenell, Earl of Cardigan. The Duchess was 
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apparently one of the most charming women of her day, 
and is mentioned by Walpole, who knew her well, in one 
of those passages which sometimes make us forget his 
frequent ill-nature. Writing to Conway in 1748 of this 
lady, then Lady Cardigan, he says : " whom I grow every 
day more in love with — ^you may imagine, not her person, 
which is far from improving lately; but since I have 
been here (Strawberry Hill) I have lived much with 
them, and, as George Montagu says, in all my practice 
I never met a better understanding nor more really 
estimable qualities, such a dignity in her way of think- 
ing, so little idea of anything mean or ridiculous, and 
such proper contempt for both." The Duchess's first 
portrait, an oval, now at Montagu House, was painted 
in the early Bath period; the half-length at Dalkeith 
Palace at the end, where is also the portrait of her 
husband. 

Another portrait of the Bath period is that of 
Alexander Fordyce, the failure of whose financial house 
(Neal, Jones, Downs & Fordyce) on Black Monday of 
loth June 1772 brought ruin to thousands of people 
of means whose property was invested with that firm. 
In the first panic it was thought that most of the other 
private banks of that day would come down in the crash, 
and the calamity was only averted by the Bank of 
England, which stepped in and propped up some of the 
shakiest concerns. The disaster paralysed trade for a 
time, and even stopped public amusements. Many of 
the players had invested their savings in the bonds of 
the house, and were only relieved by the benefit per- 
formances which their more prosperous fellows charitably 
arranged. 

Fordyce was bred a hosier in Aberdeen, but had 
married well and attained great eminence in the financial 
world. His wife was the daughter of the fifth Earl of 
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Balcarres, Lady Margaret Lindsay, sister of the better- 
known Lady Ann, the authoress of " Auld Robin Gray," 
which was indeed founded upqn the love-story of Lady 
Margaret and Sir J. Bland Bui^ess, whom she married 
after Fordyce's death. This lady was painted by 
Gainsborough before her marriage, in a blue dress, with 
her arms crossed, and standing in a landscape — a 
picture still in the possession of Lord Crawford and 
Balcarres. 

Fulcher perpetuates a rumour that the poet 
Chatterton sat to Gainsborough, and that ** the portrait 
of the marvellous boy with his long flowing hair and 
childlike face is a masterpiece." '* Considerations of 
date, age, and locality, to name only these," says Sir 
Walter Armstrong, ^' make it unlikely that Gainsborough 
painted Chatterton." Chatterton was bom, as we know, 
in 1752, and met with his untimely death in 1770 at 
the age of eighteen. Bath being so near to Bristol seems 
to get over the difficulty of locality, and as Chatterton 
remained in his native city until the year of his death, 
age and dates seem to present little obstacle to a possible 
meeting with Gainsborough. The following letter from 
Notes and Queries seems worth quoting in this con- 
nection, if only to record a starting-point for further 
investigations. 

"Gainsborough's Portrait of the Poet 

Chatterton.! 

" It will interest many to know that this picture has 
been recently found. The canvas is 25 by 30 inches, 
and it was found in an old carved wood frame of the 
period. The picture is much darkened by age. I will 
now describe it. 

1 N. and Q,^ vi. s. 5. 367. 
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** Having carefully gone through such of Chatterton's 
biographies as are in the Reference Library at Manchester, 
I am in a position to say that the portrait fully describes 
the marvellous boy, both physically and physiognomically, 
as portrayed by those who knew him. The stiff neck 
shows astonishing pride, bordering on conceit ; the mouth 
is full, sweet, womanly, and seems ready to smile ; the 
eyes, very large, dark, and full, follow you everywhere. 
The slender right hand is laid on a pile of red-covered 
books. No doubt it is a Gainsborough. The burning of 
all Chatterton's papers accounts for the loss of the record. 
It will give me great pleasure to render any further 
information both as to the picture and where it is to be 
seen. Jasper C Laud. 

"West View, 
"northenden, nr. manchester." 

A portrait of the Rev. Richard Graves, which was 
engraved by Gainsborough Dupont, is another of the 
Bath pictures, if indeed it is in oils and in existence. 
The doubt is suggested by the fact that the print bears 
the inscription, " Gainsborough delL!' which seems to point 
to a drawing. Graves was rector of Claverton, near 
Bath, and a notable man in his way, the author of TAe 
Spiritual Quixote^ in which he held up Dissenters to 
derision, and a friend of Mr. William Shenstone, the poet, 
of Halesowen. 

Gainsborough must often have met Graves at Prior 
Park, where the latter was a privileged guest, and was 
allowed to dine in his boots, in view of the distance to the 
Claverton parsonage. He was reputed a man of great 
absence of mind, and the guests at Prior Park watched 
him more than once leave the dining-room with his 
napkin on his spurs. 

Among his minor works were verses addressed to 
12 



178 THOMAS GAINSBOROUGH 

" Mr. Gainsborough, equally excellent in landskips and 
portrait." 

''O'er seas or alps let other artists roam. 
In quest of beauties which you found at home ; 
Such charms our British nymphs alone can boast. 
And he who paints them truest, charms us most." 

It was the fashion of the famous portrait painters 
to try their pencil occasionally on a man of colour : thus 
Reynolds, among others of the class, painted the very 
effective portrait of Omiah, the Otaheitan. Gainsborough 
produced such a work in his portrait of Ignatius Sancho, 
a personage who excited some interest in those days as 
that rare curiosity, a negro man of letters. Ignatius 
kept a chandler's shop at No. 20 Charles Street, West- 
minster, where he had a small circle of admirers. He 
was bom on a slaver in the year 1729, .had been be- 
friended by the Duke of Montagu, who had made him 
his butler, and left him a legacy and an annuity, when 
Sancho took the shop in Westminster. In his leisure 
hours, as we are told by Mr. John Thomas Smith, 
he indulged his taste for the polite arts, music, painting, 
and literature, which procured him the countenance and 
acquaintance of several persons of distinction. He left 
some poetical effusions and a tract upon the theory 
of music, and his letters and life were published upon his 
death for the benefit of his family, by Joseph Jekyll, 
the witty Whig lawyer, and henchman of Lord Shel- 
bume. Sancho's former connection with the Duke of 
Montagu probably led to his sitting to Gainsborough, and 
the portrait is undoubtedly of the middle Bath period. 

An undertaking, strange for a man of Gainsborough's 
ability and independence, was that which he carried out at 
the request of the Society of Arts, in copying a portrait by 
Hudson of its first President, Jacob, Viscount Folkestone. 
He received his full fee of a hundred guineas for the paint- 
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ing, and a note of thanks telling him that the Society 
were " highly satisfied with his masterly performance." 

Of the same period is the head of the fourth Duke of 
Bedford, now in the National Portrait Gallery — a portrait 
in which some saw a likeness to Mrs. Gainsborough when 
it was exhibited with that lady's in 1885. Then there 
is the head of Lord Frederick Campbell, the son of the 
Duke and Duchess of Argyll, whom we have already 
noticed. Lord Frederick was among the notable of the 
minor politicians of his time, and attached himself to the 
interest of the laborious George Grenville, He married 
Mary, the widow of the notorious Earl Ferrers, who in a 
frenzy of rage murdered his land steward, and, after trial 
by his peers at Westminster, suffered ignominiously at 
Tyburn, but from his own chariot and in a halter of silk. 

At Bath, too, Gainsborough painted Mrs. Catherine 
Macaulay, the historian of England, a lady whose works 
with their republican cast created so much interest during 
their appearance between the years 1763 and 1771. 
Dr. Wilson, the son of the Bishop of Sodor and Man, 
was so enthusiastic at the good lady's views, that he 
presented her with a house and a library at Bath, and 
set up her statue in his church of St Stephens, Walbrook, 
much to the scandal of his parishioners. Gainsborough 
must have painted this lady during the height of her fame, 
and while enjoying the Doctor's munificence as a resident 
of the city, Wilson quite changed his attitude, however, 
when Mrs. Macaulay, upon the death of her husband, 
married young Mr. Graham, a brother of the quack 
doctor, and many years her junior. Dr. Wilson was so 
shocked that he removed her statue from his church. 

There are many stories of Mrs. Macaulay. She had 
the doubtful advantage of the admiration of the great 
Mr. Wilkes, whose views coincided somewhat with her 
own ; but the most interesting of the anecdotes relate 
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to her encounters wijth Dr. Johnson. " You are to re- 
member, Madam, that there is a monarchy in heaven/' 
said the Doctor. " If I thought so, sir," replied the lady, 
" I should never wish to go there." Johnson, however, 
had the better of the next passage of arms. Dining one 
day at her house, he put on a grave face and remarked, 
" Madam, I am now beqome a convert to your way of 
thinking. I am convinced that all mankind are upon an 
equal footing. To give you an unquestionable proof. 
Madam, that I am in earnest, here is a very sensible, civil, 
well-behaved fellow-citizen — ^your footman ; I desire that 
he may be allowed to sit down and dine with us." 

One of Gainsborough's notable patrons at Bath was 
the second Viscount Bateman, and near the end of his 
stay in that' city the painter made a visit to Shobdon 
Court, in Hertfordshire, where Lord Bateman lived. From 
that visit probably dates the portrait of that nobleman, 
still in the possession of the family. Here also, it is said, 
Gainsborough painted the '' Going to Market," one of his 
fine rural subjects, also in the possession of the present 
lord. Among the same group of works may be reckoned 
the portrait of Miss Tyler of Shobdon, perhaps painted 
at the same time. This lady was an aunt of Robert 
Southey, who thus describes her : 

" The walls of her drawing-room were covered with 
a plain green paper, the floor with a Turkey carpet. 
There hung her own portrait by Gainsborough, with a 
curtain to preserve the frame from flies and the colour 
from the sun. She was remarkably beautiful, so far 
as any face can be called beautiful in which the indica- 
tions of a violent temper are strongly marked." 

To conclude a Ibt of the Bath protraiture, so far as 
it is known, we may perhaps mention a portrait of 
Lady Carr (now in America), one of the Duke of 
Cumberland, and one of the Duchess of Grafton, 
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belonging to Sir W. Agnew, which are ascribed to the 
period by Sir W, Armstrong. Then there is the portrait 
of his friend Pearce, the Bath doctor, presented to him 
on his marriage by the painter. The rather formal 
group of Mr. and Mrs. Dehany, which Mrs. Bell reproduces 
in her volume, is obviously of the same epoch. Mrs. 
Bell also mentions certain portraits of relations, now in 
the possession of the Rev. £. Gardiner, as dating from the 
same years. These are of the painter's nephew, Edward 
Gardiner ; the painter with his wife, a canvas exhibited 
at the Grosvenor Gallery in 1885 ; and one of Mrs. 
Dupont, often attributed to her son, but which Mr. Frith, 
R.A., who saw it at Folkestone, ascribes without any 
doubt to Gainsborough. We may add the portrait of the 
painter in the possession of the Royal Acadamy, presented 
to that body by his daughter after his death, as un- 
doubtedly painted at Bath. 

The group of dogs at the National Gallery belongs 
to this period — a little canvas, which may be matched 
with the very interesting study of a hen and chickens 
which Mrs. Bell reproduces in her volume, said to have 
been painted in a single sitting. 

Of the canvases of landscape and rural subjects 
which Gainsborough produced in such numbers during the 
middle period of his life, the most typical specimens, 
perhaps, are the large " Watering Place " at the National 
Gallery, and the Duke of Westminster's " CottJige Door." 
Of these famous works it seems superfluous to make more 
than a bare mention. The one represents the painter's 
fullest development in pure landscape; the other, per- 
haps, is the most perfect specimen of his ideal treatment 
of a homely subject. Technically, no doubt, he advanced 
from both, but there are none of his works of the 
kind which display the real Gainsborough to more 
advantage, or in which his exquisite sense of beauty 
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and his feeling for the spirit of his subject are better 
preserved. 

Governor Thicknesse, in his character of Chorus, pre- 
pares us for a second flitting of the Gainsborough 
manage — this time from Bath to London. It is character- 
istic of that self-important personality that he claims to 
have been the impelling power which took Gainsborough 
and his household gods to London in 1774, just as he 
contended that it was his advice which led the painter to 
Bath fourteen years earlier. He makes a long yam of 
the events which led to the second pilgrimage, and the 
narrative is again perhaps best rendered in his own 
words, which do not lack an unconscious humour. 
According to the Governor's account, it was a misunder- 
standing between the painter and himself which drove 
the former to London, that misunderstanding arising out 
of Gainsborough's taste for the viol da gamba, and for a 
particular instrument belonging to Mrs. Thicknesse, the 
third lady to bear the Grovemor^s honoured name. 

** I cannot help relating a very singular and extra- 
ordinary circumstance," begins Thicknesse, " which arose 
between him, Mrs. Thicknesse, and myself; for though it 
was very painful for me to reflect on, it turned out 
fortunately for him, and thereby lessened my concern, as 
he certainly had never gone from Bath to London had 
not this untoward circumstance arose between us; and 
it is no less singular that I, who had taken so much 
pains to remove him from Ipswich to Bath, should be 
the cause, twenty years afterwards, in driving him from 
thence. 

*' I believe I may venture to say that all great 
genius's are a little allied to a kind of innocent madness, 
and there certainly was only a very thin membrane 
which kept this wonderful man within the pale of reason. 
He had asked me, when he first went to Bath, to give 
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him the portrait of a little Spanish girl painted upon 
copper, with a guitar in her hand and one feather in her 
hair — a picture now in his house in Pall Mall, the study 
of which, he has often told me, made him a portrait 
painter; and as he afterwards painted Mrs. Thicknesse's 
full-length before she was my wife, he rolled it up in a 
landscape of the same size and of his own pencil, and 
sent it to me to London by waggon. I was much sur- 
prised, at the first opening of it, to see the head of 
a large oak tree instead of Mrs. Thicknesse's head, 
but I soon found between the two pictures a note as 
follows: 'Lest Mrs. Thicknesse's picture should have 
been damaged in the carriage to town, this landscape is 
put in as a case to protect it, and I now return you many 
thanks for having procured me the favour of her sitting 
to me for it ; it has done me service, and I know it will 
give you pleasure.' 

^ During our residence at Bath he had often desired 
me to sit to him for a companion to it, which I as often 
declined, not because I should not have felt myself and 
my person too highly iSattered, but because I owed Mr. 
Gainsborough so much regard, esteem, and friendship, 
that I could not bear he should toil for nothing, knowing 
how hard he worked for profit. However, during the 
last year of his residence at Bath, he fell in love with 
Mrs. Thicknesse's viol di gambuy and often, when he 
drop'd in to my house and took it up, offered me a 
hundred guineas for it 

'* At that time I had reason to believe / might not 
find it inconvenient ever to remove from my own house 
in the Crescent, and, observing to Mrs. Thicknesse how 
much he admired her viol, that he had some very good 
ones of his own, and that she might at any time have 
the use of either, she consented to give him an instru- 
ment made in the year 161 2, of exquisite workmanship 
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and mellifluous tone, and which was certainly worth a 
hundred guineas.^ 

^ We then asked him and his family to supper with 
us, after which, Mrs. Thicknesse, putting the instrument 
before him, desired he would play one of his best lessons 
upon it : this, I say, was after supper^ for till poor Gains- 
borough had got a little borrowed courage (such was his 
natural modesty) he could neither play nor sing. 

'' He then played, and charmingly too, one of his dear 
friend Abel's lessons, and Mrs. Thicknesse told him he 
deserved the instrument for his reward, and desired his 
acceptance of it, but said, ' At your leisure, give me my 
husband's picture to hang by the side of my own/ 

''A hundred full-length pictures bespoke could not 
have given my grateful and generous friend half the 
pleasure — a pleasure in which I participated highly, 
because I knew with what delight he would fagg through 
the day's work to rest his cunning fingers at night over 
Abel's compositions, and an instrument he so highly 
valued. 

*' Gainsborough was so transported with this present 
that he said, * Keep me hungry — ^keep me hungry, and 
do not send the instrument until I have finished the 
picture.' 

" The viol da gamba, however, was sent next morning, 
and the same day he stretched a canvas, called upon me 
to attend, and he soon finished the head, rubbed in the 
dead colouring of the full-length, painted my Newfound- 
land dog at my feet, and then put it by, and no more 
said of it or done to it. 

''After some considerable time had passed, Mrs. 
Thicknesse and I called one day at his house. Mr. 
Gainsborough invited her up into his picture-room, 

^ *' After the death of my daughter it was sold to Mr. Brodrep for forty 
guineas." 
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saying, ' Madam, I have something to show you.' Now 
the reader will naturally conclude, as she did, that it was 
some further progress upon my picture, which, as it was 
last left, had something the appearance, for want of light 
and shade in the drapery, of a drowned man ready to 
burst, or rather of a ragged body which had been blown 
about upon a gibbet on Hounslow Heath, for the dog's 
head and his master's were the only parts that betrayed 
the pencil of so great a master. But, upon Mrs. 
Thicknesse's entering the room, she found it was to show 
her Mr. Fischer's portrait painted at full-length, com- 
pletely finished, in scarlet and gold like a colonel of the 
Foot Guards, and mine standing in its tatter and ragg 
condition by the side of it. 

" Mrs. Thicknesse knew that this was a picture not 
to be paid for^ and that it was beg^n and completed after 
mine. She would have rejoiced to have seen a hundred 
pictures finished before mine that were to be paid for, 
but she instantly burst into tears, retired, and wrote 
Mr. Gainsborough a note desiring him to put my picture 
up in his garret, and not to let it stand to be a foil to 
Mr. Fischer's ; he did so instantly, and as instantly sent 
home the viol da gamba. 

" Upon my meeting Mr. Gainsborough, I believe the 
next day, I asked him how he could have acted so very 
imprudently, and observed to him that it was not con- 
sistent with his usual delicacy or good sense ; that even 
if he had made a foolish bargain with her, yet it was a 
bargain, and ought to be fulfilled, for I must own that, 
had he been a man I loved less, I should have been a 
little offended. 

''Now reason and good sense had returned to my 
friend. * I own,' said he, * I was very wrong not only in 
doing what I did, but I have been guilty also of a 
shameful indelicacy in accepting the instrument which 
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Mrs. Thicknesse's fingers from a child had been ac- 
customed to; but my admiration of it shut out my 
judgment, and I had long since determined to send it 
her back with the picture; and so I told Mr. Palmer/ 
And so he did, adding, * Pray make my peace with Mrs. 
Thicknesse, and tell her I will finish your picture in my 
very best manner.' 

*' In a few days after, we three met, and they two 
shook hands and seemed as good friends as ever ; but 
days, weeks, and months passed, and, no picture ap- 
pearing either at his house or mine, I beg^n to think it 
then my turn to be a little angry too ; for I suspected, 
and I suspected right, that he had determined never to 
touch it more, and I wrote him a letter and told him so, 
adding that Mrs. Thicknesse was certainly entitled to 
the picture, either from his justice or his generosity ; that 
I would not give a farthing for it as a mark of his justice, 
but if he would send it to me from his generosity, 
unfinished as it was, I should feel myself obliged to him ; 
and he sent it me as it was, 

'* Nothing but knowing the goodness of his heart, and 
the generosity of his temper, and the peculiarities of his 
mind, could ever have made me even speak to him again, 
after having given me so deadly a blow, for it was a 
deadly one ; but I knew, though it seemed his act, it did 
not originate with him; he had been told that I had 
said openly in the public coffee-house at Bath, that when 
I first knew him at Ipswich his children were running 
about the streets without shoes and stockings ; but the 
Rascal who told him so was the Villain who robbed the 
poor from the plate he held at the church door for alms I 
That Mr. Gainsborough did not believe me capable of 
telling so gross a falsehood, I have his authority to 
pronounce, for he told me what he said in return. 

" * I acknowledge,' said he, * I owe many obligations 
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to Mr. Thicknesse, and I know not any man from whom 
I could receive acts of friendship with more pleasure/ 
and then made this just remark : ^ I suppose/ said he, 
^ the Doctor knew I now and then made you a present 
of a drawing, and he meanly thought that by setting us 
at variance he might come in for one himself.' 

** The first time I met Mr. Gainsborough after he had 
presented me with my own unfinished picture, I saw that 
concern and shame in his face which good sense and an 
upright heart and conscious errors always discover. I 
did not lament the loss of his finishing strokes to my 
portrait, but I grieved that it had ever been begun. He 
desired I would not let any other painter touch it, and I 
solemnly assured him that it should never be touched ; 
it had, I said, been touched enough, and so had I, and 
then the subject dropped. But, every time I went into 
the room where the scarecrow hung, it gave me so pain- 
ful a sensation that I protest it often turned me sick, 
and in one of those sick fits I desired Mrs. Thicknesse 
would return the picture to Mr. Gainsborough, and that, 
as she had set her heart upon having my full-length 
portrait, I would rather give Mr. Fine his fifty guineas 
for painting it, than be so daily reminded and sicken'd 
at the sight of such a glaring mark of disregard from a 
man I so much admired and so affectionately esteemed. 
This she consented to do, provided I would permit her 
to send with it a card expressing her sentiments at the 
same time, to which, I am sorry to say, I too hastily 
consented. 

" In that card she bid him take his brush and first rub 
out the countenance of the truest and warmest friend he 
ever had, and so done, then blot him for ever from his 
memory. Upon the receipt of that note he went directly 
to London, took a house in Pall Mall at three hundred 
a year rent, returned to Bath to pack up his goods and 
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pictures, and sent me a note : ^ God bless you and yours ; 
I am going to London in three days.' " 

Thus the Governor, who, from his own point of view, 
gives a very clear account of the reasons for the flight 
from Bath. Cunningham, however, quoting an unnamed 
lady who pretended to direct information from Mrs. 
Gainsborough, gives a different version of the relations 
between Gainsborough and the Thicknesses which led to 
the rupture. "The painter (according to this account) 
put a hundred guineas privately into the hands of Mrs. 
Thicknesse for the viol da gamba; her husband, who 
might not be aware of what passed, renewed his wish for 
his portrait, and obtained what he conceived to be a 
promise that it should be painted. This double benefac- 
tion, however, was certainly more than Gainsborough 
had contemplated ; he commenced the portrait, but there 
it stopped, and after a time, resenting some injurious 
expressions from the lips of the Governor, the artist sent 
him the picture, rough and unfinished as it was, and 
returned also the viol da gamba." 

If Cunningham be right, the two men were both 
victims of a piece of double dealing on the part of Mrs. 
Thicknesse, which, though not unknown in feminine 
interference in business matters, one hesitates to accept. 
That hesitation throws much of the odium upon Mrs. 
Gainsborough for reporting such a story, assuming of 
course that Cunningham's informant gave a reliable 
account of what that lady had said. In any case, it 
seems that Thicknesse is to be saddled with just as 
much blame as he imputes to himself in his own account 
of the rupture, and no more. His story is obviously 
honest, and if the hundred pounds passed to Mrs. 
Thicknesse he certainly knew nothing of it: that pay- 
ment may be reckoned as some excuse for Gainsborough's 
brusqueness, but it was no reproach to the Governor. 
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But, knowing the character of the two men as we 
do, nothing seems more likely than Thicknesse's account 
of the misunderstanding. Gainsborough was obviously 
bored by the patronising airs and restless fussiness of the 
Goyemor, and, above all, found it difficult to paint his 
portrait. As we know, he had already failed to complete 
the " decoy duck," and no doubt he found something in 
the Governor's effigy which was repugnant to his artistic 
personality. He was also the most intractable of men, 
and one of the worst ever bom to hurry or control in 
any way. Here in fact was again the Gainsborough of 
the '^ Damn your dimple and chin, I will paint neither 
one nor the other," exasperated by the importunity of 
the Governor in urging him upon a task which he found 
distasteful. Gainsborough was not careful in offending 
greater people than the Governor. The man who had 
flouted duchesses inquiring for their portraits was un- 
likely to show any great urbanity when the Governor and 
his lady kept jogging his memory about the full-length 
of that tiresome gentleman. 

On the whole, however, we conceive Thicknesse to 
have been much ill-treated in the matter. At the best, 
Gainsborough had some little excuse for his rudeness in 
the payment of the hundred pounds to the lady, though 
it seems inconceivable that he should have concealed 
that payment from Thicknesse throughout the proceed- 
ings ; at the worst, he was guilty of something very like 
bad faith in keeping the viol da gamba without any 
visible intention of completing the picture. It was 
certainly no palliation of his ill taste, that when pressed 
at last to complete his part of the bargain he should 
return the instrument to the lady and send her the 
unfinished portrait in derision, and after engaging her 
husband to allow no other hand to touch it. 

Finally, it is to be counted to the credit of the 
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Governor that his version of the matter was never 
contradicted. It appeared in the very year of Gains- 
borough's death, when the eminence and fame of the 
painter were in every one's mouth, and a whole nation 
was deploring the loss of his genius at a relatively early 
age. Mrs. Gainsborough lived at the house in Pall Mall 
for seven years after her husband's death, and the fact 
that neither she nor other of his representatives ever 
made any attempt to traverse the Governor's story adds 
much to its intrinsic probability. 

We are unable to follow the Governor only when he 
comes to estimate the effects of his misunderstanding 
with the painter. That masterful personality was quite 
unlikely to have been driven to change all his plans in 
life by a silly quarrel with such an original as Thicknesse, 
who differed at one time or another with all his acquaint- 
ance. He may, however, have seized the occasion for 
the maturing of plans which had been formed long 
before. There were many good reasons why Gains- 
borough should be turning his eyes towards London, 
personal as well as professional. He had by this time 
worked pretty thoroughly whatever mine of wealth Bath 
presented to a portrait painter, and was in a position to 
estimate with reasonable accuracy its probabilities of a 
future yield. Bath by 1774 had passed its zenith, and 
its vogue as the watering place of England was beginning 
to be shared by rivals like Harrogate and Cheltenham. 
One reads, too, among the letters of the period, accounts 
of the first movements of people of fashion towards the 
seacoast, which were presently to rob the western city of 
its vogue altogether. 

Again, the development of the annual exhibitions of 
painting in London and the establishment of the Royal 
Academy must have drawn Gainsborough's attention to 
the possibilities of practice in London. He knew already 
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the phenomenal success which had attended Reynolds in 
London, and had already measured his own work against 
that of the President of the Academy without any cause 
for misgiving. 

Lastly, his daughters were more than husband-high 
in 1774, and, so far as Gainsborough knew, had failed 
to find suitors in Bath, the soft passages between Mary 
and the fascinating hautboy player Fischer which had 
taken place having been concealed from his gaze. It is 
clear, from one of the Jackson letters, that Hie require- 
ments of the spinsters were often in his mind, and a 
change of scene could not but be of great advantage to 
their prospects as giving their attractions a wider field 
of action. We know that Gainsborough was in Bath as 
late as March of 1774, but in the summer of that year 
the faithful Wiltshire was employed in a final effort 
for his friend ; and Gainsborough, taking with him his 
wife and daughters and his nephew Dupont, together 
with a large number of unsold landscape paintings, made 
the last migration of his life. 

The Governor adds one or two remarks about the 
final scene at Bath, which show his fussy good-nature, as 
also his unfortunate prejudice against Mrs. Gainsborough. 
It was the well-intentioned if tiresome Thicknesse whom 
we know from other reports than his own, who bethought 
himself, quite unnecessarily, of the risks he imagined his 
friend to be running in making a little considered move 
to London, and did what he could to obviate that risk. 

" Well knowing my man," continues Thicknesse, " and 
having a recent proof of his being sometimes capable 
of acting very injudiciously, I was much alarmed lest, 
with all his merit and genius, he might be in London a 
long time before he was properly known to that class of 
people who alone could essentially serve him, for, of all 
the men I ever knew, he possessed least of all that 
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worldly knowledge to enable him to make his own way 
into the notice of the great world. I therefore wrote to 
Lord Bateman, who knew him and who admired his 
talents, stating the above particulars, and urging him at 
the same time for both our sakes to give him countenance 
and make him known, that being all that was necessary. 
His Lordship for me, or both our sakes, did so, and his 
remove from Bath to London proved as good a move as 
it was from Ipswich to Bath. It was not one or two ill- 
judged actions among a thousand good and generous 
ones I knew him to be guilty of which could break off 
our friendship, nor did he background-brush my counte- 
nance, as Mrs. Thicknesse had desired, for some years 
afterwards I asked whether he had so done. ^ No, no,' 
said he, colourings for he was a good colourist, ' one day 
or other, some of your family or friends will be glad 
of it' " 

Thicknesse finishes with a fling at poor Margaret, 
which he presents in all the impressiveness of italics : 

" But I now suspect that it (the portrait of himself) 
has had the brush or the scissors, a fate many of his 
portraits have met with in the course of forty years. 
Jealousy or hatred has occasioned many such murderous 
deeds." 



CHAPTER VII 
LONDON— 1774 

NO man's life was divided into epochs more equal or 
better defined than that of Thomas Gainsborough. 
There were the fourteen years of his boyhood at Sudbury, 
the sixteen devoted to his student days in London and 
to the early period at Ipswich, in which he acquired the 
habit of work and received those first impressions from 
nature which were afterwards to bear such increase ; he 
was just fourteen years at Bath ; and we have now to 
follow him through other fourteen years in London, ended 
by his death in 1788, in which he completed his title to 
fame. 

The house Gainsborough chose for his residence on 
coming to London may still be recognised on the 
south side of Pall Mall, Nos. 81 and 82, now a part 
of the War Office. It was known in Gainsborough's 
times and later as Schomberg House, after the third 
Duke of that name, a henchman of Dutch William, who 
built it at the end of the seventeenth century. The 
house preserves many interesting traditions, both of 
owners and tenants. Lord Holdemess acquired it on the 
death of the Duke of Schomberg, and in 1 760 let it to 
the Duke of Cumberland, the hero of Culloden and the 
'forty-five. Upon the Duke's death, in 1765, it passed 
into the hands of Gainsborough's landlord, John Astley, 
who paid five thousand pounds for it, and spent another 
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five thousand in alterations. This same Astley is an 
interesting figure in the minor artistic annals of his times. 
He was a fellow-pupil of Reynolds with old Thomas 
Hudson, the portrait painter, and was with Joshua dur- 
ing the student days in Rome. The gossiping writers 
of the day repeat a humorous story of Astley in those 
times — a thriftless out-at-elbows fellow, by all accounts. 
There was a picnic at Tivoli, at which John made one, 
and, unguardedly taking off his coat, he displayed the back 
of his waistcoat made out of one of his canvases bearing 
a very natural representation of a waterfall 

On his return from Rome, Astley set up as a portrait 
painter, and seems to have had a certain vogue in Dublin, 
where he startled the damsels by using his sword as a 
maulstick. From Dublin he started to paint his way 
through England to London, and appears to have assumed 
the airs of a beau and ladykiller of the first water. He 
sustained the part, indeed, with some success, for at the 
Knutsford assembly he fell in with Lady Duckenfield 
Daniel, a rich widow, gained that lady's affection, married 
her straight-away, and, by her ladyship's unfortunate 
death a year or two later, the rogue stepped into five 
thousand a year and an estate in Cheshire. He would 
appear to have renewed his acquaintance with Reynolds, 
however, before those fortunate events, for the careful 
painter^s notebooks record some small loans to John : " Mr. 
Astley, debtor, £7, 7s. ; ditto at cards at Mr. Wilkes's ; 
ditto at my house," — ;ti2, 15 s. 6d. in all; and it maybe 
hoped that John paid up faithfully when the widow died. 

Astley divided the great house into three, and lived 
himself in the centre portion, which he adorned '' most 
whimsically," says Pennant Gainsborough was lodged 
in the western wing, still standing and marked with a 
memorial plaque to that effect ; and it was his home from 
1774 until his death. He had Astley himself for a 
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neighbour until 1780, when that gentleman let his part 
of the house to Dr. Graham, the quack doctor and 
impostor, who fills a place in the memoirs of the next 
few years as a purveyor of a curious amusement for the 
quality of the West End. Graham had a wonderful 
entertainment, which included demonstrations of ''the 
secret of perpetual youth and beauty," mud baths, and the 
Celestial Bed, a piece of furniture which held forth great 
attractions for those wanting heirs. He was assisted 
by a young woman of great personal attractions, and for 
a crown one might see the doctor and this lady sitting in 
separate mud baths up to their necks, the lady's hair 
being wondrously dressed in the mode, with powder 
flowers and ropes of pearls, and the doctor's wig a 
marvel of the perruquier's skill. Another day, the 
humbug would lecture on youth and beauty, his theories 
being illustrated by the blooming creature in the flesh 
as the Goddess of Health. In the demonstration of the 
Celestial Bed, according to the doctor's advertisements, 
"the Rosy Goddess of Health assisted at the celestial 
matters, and that sacred vital fire over which she watches." 
The descriptive exhibition of the apparatus in the day- 
time was "conducted by the junior officiating priest," 
and curious antiquaries have identified this gentleman as 
a young man who in due time became Dr. Mitford, the 
father of the authoress. 

There has been much controversy as to the identity of 
the lady, which, in view of a theory advanced by Sir 
Walter Armstrong that she was the original of the 
" Musidora " in the National Gallery, has much interest for 
us. Some say that Dr. Graham's manage was an early 
phase of the life of the peerless Emma Lyon, before she 
entered on that curious career which included so many 
surprising experiences. Students of those times are 
familiar with the details of that career — the acquaintance 
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with Charles Greville ; his handing of the lady over to 
his uncle, Sir W. Hamilton, who ought to have known 
better; her antics as Lady Hamilton at Naples; 'her 
infatuation of the mighty Nelson, and her fascination of 
poor Mr. Romney. Romney's latest biographer^; by 
the way, declare that the painter's connection with that 
'' divine woman," as he called her, was purely platonic. 
We know how often he painted her — nearly fifty times in 
all, it is said — ^very convincingly, to be sure, in some of his 
canvases, but much less so in those numerous others 
which turn up r^^ularly at Christie's as horrible purple 
phantoms. 

Others who have undertaken to defend what is left 
of the lady's very battered reputation, contend with 
vehemence that Emma was never with Dr. Graham at all, 
and that the Rosy Goddess of Health was'another lady 
altogether, by the name of Mrs. Prescott. Our interest 
in the matter is quickened by a theory of Sir Walter 
Armstrong, who thinks Gainsborough, like most artists 
of the time, was attracted by Emma's beauty, and 
painted her in the well-known " Musidora " in the National 
Collection. If Emma really was next door, nothing is 
more likely. Everybody painted her who found the 
opportunity: James Ward, for example, left behind a 
full-length of the lady in a state of nature. Sir Walter 
discovers an idealised portrait of Lady Hamilton in the 
" Musidora," and the suggestion adds interest to that single 
painting from the nude which the artist is known to have 
left finished. 

In any case Graham left the house in 1786, and was 
succeeded by Richard Cosway, the miniature painter, 
whom Gainsborough had for a neighbour during the two 
last years of his life. The artistic tradition of the house, 
which included a tenancy by Jervas in the early part of 
the century, and of Nathaniel Hone later, was thus very 
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adequately sustained. Cosway's assemblies, the charms 
of his wife, the success of their musical receptions, the 
mob of fashion which filled Pall Mall on Sunday 
evenings in getting to and from his door, — above all, the 
private door which communicated with the gardens of 
the Prince's Gardens at Carlton House, — were all well- 
known features of the social life of London at the end of 
the century. Gainsborough's studio could not have been 
more profitably located for a fashionable portrait painter, 
and his rent of three hundred a year was a very good 
investment. 

The London of 1774 was a widely different place 
from that upon which young Gainsborough had turned 
his back in 1746. Topographically, indeed, the town 
had changed little, for the beginning of the great expan- 
sion of London which we know waited upon the opening 
of a new century and the close of the Napoleonic wars. 
But in social and political matters there had taken place 
a change that was little less than fundamental. These 
were all concerned with the single fact that George the 
Third had succeeded his grandfather in the throne of 
these kingdoms, and had replaced the traditional policy 
of his house of leaving the government of the country to 
the great Whig families by a personal rule of his own. 
The continued advice of his mother, the Princess of Wales, 
" George, be a King," had been taken to heart, and by 
1774 this young man of slender parts indeed, but of a 
monstrously firm will, had established a very real claim to 
that title. He had already proved himself as dexterous a 
maker and breaker of cabinets as had ever put finger into 
a political pie. The King had succeeded in smashing the 
great Whig confederacy which had been accepted as the 
bulwark of his throne for three generations ; he had 
humbled men like Chatham, and had concluded, of his 
own motion and in the face of the Whigs, a peace with 
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France, in which half the fruits of the great Minister's 
long struggle with that nation were thrown away. By 
his personal oppression of all who opposed him, George 
the Third had introduced the rancour of politics into 
private life. Men who in either House of Parliament 
ventured to oppose his measures, whether the conclusion 
of a treaty of peace or the passage of a Royal Marriage 
Act, were taught to regard themselves as His Majesty's 
personal enemies. Those, on the other hand, who did his 
bidding, and were needy, were known openly as the 
King's Friends, and were provided with all sorts of 
comfortable sinecures about the Court, of ;£^500 a year 
and upwards. At home George had convulsed the 
country during ten years by his treatment of Wilkes, 
and had invested that agreeable vagabond, who had 
never acted rightly in his life, with all the glamour of a 
popular hero and martyr. He had wrecked government 
after government, controlled Whigs of all shades and 
colours, Chathams, Pelhams, Graftons, Rockinghams, and 
had at last taken the government virtually into his own 
hands, with the amiable North as chief clerk, and with 
the avowed object, as he declared, of restoring the con- 
stitution to what he called its " pristine lustre " ; in other 
words, of restoring the Royal prerogative to a place of 
which the Stuarts hardly dreamed. The pair had 
already started that train of blunders which were later to 
result in the loss of the American Colonies. 

We are here, however, more particularly concerned 
to note that in these political exercises the King made 
his influence felt far beyond the proper sphere of politics. 
All who were connected in any way with the Whigs, who 
opposed the King's policy tooth and nail, were prescribed 
at Court. Chief among these were the Duke of Rich- 
mond and the Marquess of Rockingham among the 
Peers, and Edmund Burke and young Charles Fox 
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among the Commons, Fox, to be sure, had begun his 
political life as one of North's minor satellites, but 
was just on the point of declaring himself in opposition 
and of becoming the most dangerous opponent of the 
Court, when he and his uncle the Duke of Richmond, 
were destined to bear the full brunt of the King's oppres- 
sion in their attempt to keep the lamp of liberty alight 

This attitude of King George towards some of his 
subjects had an indirect but important bearing upon 
Gainsborough's reception in London. Three at least 
of the leaders we have mentioned, and many others 
scarcely less eminent in the councils of the Whigs, were 
the personal friends and intimates of Sir Joshua 
Reynolds. It followed as naturally as the night the 
day, that, without any very obvious hostility on the part 
of His Majesty, there was still a constraint in all his 
relations with the President of the Academy. The 
King had little real taste for art, as is sufficiently 
shown by his patronage of men like West, and his pre- 
ference of Allan Ramsay to Reynolds for the office of 
Court Painter, and he honestly believed that he had 
secured the better man when he gave Allan the post 
His choice of Reynolds, too, as President of the Academy 
seems to relieve George the Third of the reproach of 
allowing his personal feeling to interfere with his duty 
in that matter, for, apart from the merits of his work, 
Reynolds's manners and bearing made him a very 
stately figurehead for such a Society. And yet it is 
undoubted that the King's personal feelings contrived 
to make themselves felt. Re}molds, no doubt, as the 
friend of such men as Wilkes, Burke, and Charles Fox, 
felt a certain self-consciousness in his contact with His 
Majesty ; and we know that the King, though personally 
very civil to the painter, gave sittings to artists of all 
degrees, with the important exception of the President 
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of his own Academy, until Reynolds insisted upon the 
opportunity of painting His Majesty as a condition of 
continuing in the post. All these incidents in the relations 
of the Court and Gainsborough's chief competitor for 
fame had a not unimportant bearing upon the reception 
of that painter by the King. It is certain that, without 
acknowledgment of the position, Gajnsborough, soon 
after his establishment in London, virtUcdly assumed the 
office of Painter to the Court and Royal Family. 

Gainsborough must have noticed no less of a revolu- 
tion in artistic matters in London than in those which 
were governed by political and social considerations. 
There was a vast change in taste and in the encourage- 
ment given to the arts since the old days with Francis 
Hayman and the St. Martin's Lane Drawing School. 
Gainsborough's old master was still alive, and was eking 
out what must have been a precarious practice as a 
painter, by the salary attached to the office of Secretary 
to the Academy. Hudson, too, was still above ground, 
but nearing his end. But the traditions of his art and 
the fame of Kneller were no longer the standards of 
taste in this country. Reynolds primarily, as having 
caught the eye of the town seven years before 
Gainsborough began to be known at Bath, Gainsborough 
himself, and Romney in a lesser degree, had already 
worked a revolution in artistic ideas in London. There 
was a crowd of less famous but still competent men who 
were yearly helping to form public taste by the exhibi- 
tions of the Academy, and, as Reynolds said to North- 
cote, who was on the point of setting up for himself 
about this time, Hudson and Kneller would not do in 
1774. The public required something better than 
Kneller's periwigs and interchangeable faces, or Lely's 
eternal smirk and simper. London, for a really com- 
petent portrait painter, was a paradise during the 
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eighteenth century. Hudson himself, and that in the 
face of Reynolds's newly discovered genius, never lacked 
sitters. Reynolds had stepped into the most lucrative 
practice as a portrait painter ever known, without any 
period of probation or anxiety. Romney, two years 
before Gainsborough's move to town, was making a 
thousand a year at low prices when he decided to leave 
London for Rome, and was returning to a still greater 
success in Cavendish Square in this very year. We 
have seen what little trouble Gainsborough found in 
attracting sitters at Bath ; his good fortune in this im- 
portant matter was no less signal in London. 

The relations of these three eminent artists, all 
in practice in town at the same time, are full of interest, 
and have inspired much comment, mainly to the pre- 
judice of the most successful of the three — Sir Joshua 
Reynolds. He is accused of envy and jealousy, both 
of Gainsborough and Romney, but with very little 
foundation of fact Some natural feelings of the sort 
there certainly were, but these were not confined to 
Reynolds, and it was human, after all, to feel some con- 
cern at the success of such rivals in a field which at 
first was almost a monopoly of his own. But of any- 
thing but the most correct conduct on the part of 
Reynolds towards Gainsborough there is no trace what- 
ever. No sooner had Gainsborough settled in Fall Mall 
than Reynolds called upon him. Gainsborough never 
returned the call. Some years later, Gainsborough 
wished to have sittings from Reynolds. Reynolds 
gave them, but they were interrupted by his illness, and 
that . they were never concluded was entirely owing to 
Gainsborough's whimsical temper. The story of this 
incident is very well related by Northcote in one of 
his reported conversations, who, however, spoke from 
inside information, and the jealousy of which he speaks 
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as existing between the painters, though well known to 
him, was never shown by any overt act — on Reynolds's 
side at least. 

" Sir Joshua," said Northcote, " had a high opinion 
of Gainsborough, and very justly ; but Gainsborough and 
he qould not stable their horses together, for there was 
jealousy between them. Gainsborough, I remember, 
solicited Sir Joshua to sit to him for his portrait, and 
he no doubt expected to be requested to sit to Sir 
Joshua in return. But I heard Sir Joshua say, ^I 
suppose he expects me to ask him to sit to me ; I shall 
do no such thing.' Sir Joshua had a paralytic stroke, 
which interrupted the painting of his portrait ; when he 
recovered he sent word to Gainsborough that he was 
ready to resume his sittings, but the latter declined to 
take them up again, having found out, I suppose, that 
his contrivance did not take." 

There is nothing related here of which Reynolds 
need be ashamed, and, notwithstanding the natural feel- 
ings of rivalry which Gainsborough undoubtedly shared, 
he was never less than just in his references to Gains- 
borough's painting and in generous appreciation of his 
success. Reynolds remarked to Sir George Beaumont, 
in going the round of one of the exhibitions, " I cannot 
imagine how he manages to produce his effects." 
" Damn the fellow, how various he is ! " was Mr. Gains- 
borough's comment on the work of the President. 
Reynolds in 1782 was the first to welcome a master- 
piece in Gainsborough's " Girl and Pigs," which he bought 
for sixty guineas, the price named by the artist. It is 
said, indeed, that he resold it to M. de Calonne for a 
hundred guineas, and gave Gainsborough the enhanced 
price — a story we do not believe for a moment : first, 
because the painting was undoubtedly in Reynolds's 
possession some years later, but chiefly because Gains- 
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borough was the last man in the world to put himself 
under an obligation to his rival by accepting any such 
gift. Reynolds was never backward in acknowledging 
Gainsborough's great abilities as an artist; on one 
occasion, indeed, he got into serious trouble with Richard 
Wilson in so doing. Reynolds, fresh from seeing one 
of Gainsborough's landscapes, came to the artists' club 
he affected, which met at the Turk's Head in Soho, 
and, without noticing Wilson's presence, remarked that 
" Gainsborough was certainly the first landscape painter 
in Europe." "And the first portrait painter, too, Sir 
Joshua," replied poor Wilson, who was justly nettled at 
what seemed a piece of deliberate bad taste on the part 
of the President Reynolds apologised at having failed 
to notice Wilson's presence before making the remark. 

It is only fair to say that there is no more evidence 
of any unworthy feelings of Gainsborough against his 
rival than the slight incidents we have quoted. There 
seems little foundation for any serious charge against 
either artist. Certainly it seems that the time has 
arrived when -the tradition of malign conduct on the 
part of Reynolds against his great rival should be 
abandoned. 

That a healthy rivalry shared by both artists existed 
is certain; it was, indeed, acknowledged by both; but 
it is just as certain that they both entertained the highest 
respect for each other as artists. The relations between 
Gainsborough and the Academy were never cordial, 
and it is quite probable that Reynolds as President 
incurred his full share of the wrath which Gainsborough 
at times poured upon that institution. Besides, any 
close relations between men of such widely different 
characters were impossible. Gainsborough, the creature 
of impulse, the cursing boon companion, the hater of 
intellectual conversation, the man who loved to hear 
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himself talk, and was rude to those with whom he 
differed, would have been bored by the suave President, 
and unbearable in his company. They had a common 
friend in Sheridan, and, as they never met at his table, 
there was probably an excellent reason for keeping the 
two apart. It may, indeed, have been that want of 
sympathy between two such characters that prevented 
the completion of those sittings given by the President 
to Gainsborough, and that unfinished portrait of Reynolds 
was quite probably abandoned in circumstances parallel 
to those which hindered the completion of the two 
portraits of Governor Thicknesse. We can even imagine 
Gainsborough giving the canvas of the rather smug 
features of the President a " wipe with the background 
brush" in his boredom at the prim talk and the 
ear-trumpet 

We have been unable to find any record of relations 
between Gainsborough and Romney, or of any indication 
of the light in which they regarded each other as artists. 
Reynolds was not fortunate enough to gain the approba- 
tion of that singular character, though here again there 
is little justification for the tradition that he was unjust 
to Romney. The tradition appears to have been founded 
upon a single remark of his, in which he was reported to 
have spoken of that painter as " the man in Cavendish 
Square." But the remark, which need never ihave been 
repeated, seems no very heavy indictment The other 
grievance rests upon a cock-and-bull story solemnly 
related by the Rev. John Romney, B.D., Fellow of 
St. John's College, Cambridge, in the pious Memoir of 
his father, which he published in 1830. From this 
account it appears that in 1763, the year after his 
arrival in London, Romney painted a picture which he 
submitted in competition for the premium ofTered by 
the Society of Arts and Sciences. This was a picture 
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of the ** Death of Wolfe," showing the General and his 
staff painted in their habits as they lived. It is interest- 
ing on that account, for a few years later Mr. West 
painted the same subject in the same style — a picture 
which was considered a great innovation in days when 
the historical style of painting was supposed to rest 
upon a classical rendering of all figures of history, who, 
if not represented in the nude, must be clothed in some 
abstraction of costume unknown to mortal tailors. 

To proceed, however. The first meeting of the 
committee of the Society awarded the second premium 
of fifty guineas to Romney, but some demur having 
afterwards arisen as to the justice of the decision, a 
second meeting of the committee was called, and the 
adjudication was revoked. The prize of fifty guineas 
was then assigned to Mortimer for his picture of Edward 
the Confessor, and another premium created expressly 
for the purpose was decreed to Mr. Romney, " not as a 
compensation for any disappointment he might have 
suffered, but as a recompense due to the merits of his 
picture." 

It is upon this incident that Mr. Romney founds a 
grievance for his father against Reynolds, without show- 
ing, however, that Reynolds was on the commitee of 
the Society of Arts, which is more than doubtful ; with- 
out bringing one jot of evidence to show that, if he were 
he was actuated by any motive but that inspired by the 
merits of the pictures to be judged ; and without showing 
that even Romney himself was aggrieved Hayley, 
indeed, who was the elder Romney's contemporary and 
wrote his life, states the exact contrary. Says he : 

" The candid Romney, in relating this very interesting 
incident of his life to me, completely absolved those 
judges of the contest who gave their final sentence 
against him. He told me, with that ingenuous spirit 
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which was one of his amiable characteristics, that 
Reynolds was the person who with great justice con- 
tended that the second prize of fifty guineas was due 
to Mortimer for his picture of *' Edward the Confessor 
seizing the Treasures of his Mother," a picture which 
Romney most liberally acknowledged to be so strongly 
superior to his own "Death of Wolfe," that he was far 
from repining at the loss of a prize too hastily assigned 
to him, and he therefore accepted with lively gratitude a 
present of twenty-five guineas which the committee gave 
him, not as a compensation for an injury received, but 
as a free and liberal encouragement to his promising 
talents." 

This canvas, by the way, is in the Council Chamber 
at Calcutta, where it was deposited by General 
Varelst, to whom it was given by Mr. Stephenson, the 
banker, who bought it from Romney for twenty-five 
guineas. 

In the face of this evidence from the mouth of 
Romney himself, what use for his son to make abso- 
lutely unconvincing general charges against Reynolds of 
malign influence ; that he hated Romney because he was 
a portrait painter ; that he was the friend of Mortimer, 
and therefore opposed to Romney; that there was no 
intercourse between the two, "an additional indication 
of jealous feeling on the part of Reynolds"; that 
Northcote makes Garrick say of such and such a 
person, " He hates you. Sir Joshua, because you do 
not admire the painter whom he considers as a second 
Correggio." "Who is that?" "Why, his Correggio 
is Romney, the painter." The poor gentleman, indeed, 
naively concludes with a sentence which gives away his 
whole case : " I certainly never heard Mr. Romney 
express himself on the subject, but I have since 
understood from diflferent persons at that time quali- 
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fied to judge, that he was unfairly used on that 



occasion." 



Much of this may be excused in a son with a 
natural affection and admiration for his father, but 
there is little excuse for the tittle-tattle of later 
biographers of both painters, who seem incapable of 
weighing evidence or of discovering its absence, and 
have, one after the other, represented Reynolds as an 
envious and unjust man, inspired by all sorts of un- 
worthy motives against his rivals. 

Fulcher, writing of the painter's first work in London, 
suggests that his removal from Bath was so sudden that 
*' some time elapsed before he was able to take sitters," 
though we know not upon what authority. He adds, 
however, that Gainsborough received a summons from 
the palace to attend the King before he had been 
many months in London. It is certain that, whatever 
the date of the first, there was soon no lack of com- 
missions from the Royal Family. " George the Third," 
says Fulcher, ''had marked at the Academy annual 
exhibitions the beauty of Gainsborough's works, and 
there followed an imposing list of portraits by the 
artist of members of that august family." There were 
altogether seven representations of His Majesty, from 
the full-length in the robes of the Garter to the small 
miniature which was in the possession of Dupont ; Queen 
Charlotte was psdnted, in all, no less than seven times, 
though it is probable she did not sit so often ; and the 
whole Royal Family, with the exception of the Duke 
of York, appear in the great group at Windsor Castle. 

Then Gainsborough painted the Prince of Wales 
and the Princess Royal as children, a picture exhibited 
at the British Institution in 1 840 by its owner. Sir T. 
Baring. The Prince was painted alone with his charger 
in the canvas which was a pair to that of Colonel St. 
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Leger in the Royal collection; and again with Mrs. 
Fitzherbert, Lord Radnor, and Sheridan in a boat, 
"esteemed an admirable performance/' says Fulcher 
— a picture once in the possession of Mrs. Norton. 
Gainsborough had the advantage of painting His Royal 
Highness nine times altogether, and it is to be hoped 
that he received payment for all these canvases. 

Other Royal groups were the famous Elder Princesses, 
the Princesses Royal, Augusta and Elizabeth, the canvas 
about which, as we shall see, Gainsborough quarrelled 
with the Academy in 1784, and the same which some 
barbarian major-domo at the palace mutilated by 
removing a large slice from the bottom in order to 
squeeze it into a panel over a door. Then there are 
the canvas of the Royal children descending the steps 
of a lodge in Windsor Park, which belonged to Sir 
George Warrender, and was sold by him to M. 
Nieuwenhuys; two portraits of the Duke of Cumber- 
land, six of his Duchess, and one of the Duchess of 
Gloucester.* 

These complete Fulcher's list of the Royal portraits, 
which alone seem to entitle him to be considered as 
Court Painter, for it is certain that neither Allan 
Ramsay, who held that post, nor Reynolds, who 
succeeded him, ever painted King George and his 
Queen and Children in such variety. The advantages 
of the post of Court Painter, indeed, seem to have been 
chiefly the opportunity of a lucrative multiplication of 
portraits of the King and Queen from a single original. 
These copies were given as presents to ambassadors, 
to great people about the Court, and to other subjects 
who were distinguished by His Majesty's favour. Those 
of King George and Queen Charlotte from Mr. Ramsay's 

^ This portrait was purchased by Messrs. Agnew from the representatives 
of the kite Duke of Cambridge in June 1904 for 12, 100 guineas. 
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pencil are very common in England, and are to be seen 
at some of the older clubs like White's, and in the 
greater country houses. What we may call the intimate 
portraits of the Royal Family at this period were mainly 
painted by Gainsborough, and there are many recorded 
anecdotes of his relations with these great personages 
which resulted from his painting them so often. 

Fulcher's list takes no account of the series of ovals, 
fifteen in number, which were exhibited in the Academy 
of 1783, and are still in the Royal collection, in which 
the painter preserves the features of most of the Royal 
Family. They comprised portraits of the King, the 
Queen, the Prince of Wales, the Duke of Clarence, 
the Princess Royal, the Princesses Augusta, Elizabeth, 
Mary, and Sophia, the Princes Ernest, Edward Frederick, 
Adolphus, Octavius, and Alfred. Angelo has the follow* 
ing remarks upon these portraits, and the delight which 
Gainsborough took in the subjects, which seem of 
interest : — 

'' Whilst my father was in attendance at Buckingham 
House, where he had the honour to give lessons to his 
present Majesty George the Fourth and his late Royal 
Highness the Duke of York, Gainsborough was busily 
engaged in painting separate portraits of the Royal chil- 
dren. He used to tell my father he was all but raving 
mad with ecstacy in beholding such a constellation of 
youthful beauty. Indeed, he used sometimes to rattle 
away in so h)^perbolical a strain upon the subject of 
his art, that any indifferent observer would have con- 
cluded the painter was beside his wits. 

** ' Talk of the Greeks I ' he would exclaim, * the pale- 
faced, long-nosed, unmeaning visaged creatures. Look 
at the living, delectable carnations in the Royal progeny. 
Talk of old dame Cornelia, the mother of the Gracchi,' 
addressing himself to his own painted resemblances of 

14 
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the sons and daughters of his Royal employers. ' Sir, 
here you behold half a score of youthful divinities — look, 
ye gods — ' 

" ' Hist/ my father would say ; ' Mister Gainsborough, 
you will be overheard, and we shall both be sent to 
St. Luke's.' 

"*St Luke's, sir,' replied the madcap; 'know ye 
not that I am a painter — ergo a son of St. Luke ? — ^ha, 
hal' 

" Gainsborough's gaiety of manner and lively though 
respectful conversation were agreeable to his Royal patron. 
The Queen also spoke of him with esteem. His portrait 
of Her Majesty in court dress, in the possession of our 
present sovereign, is one of the most comprehensively 
incomprehensible, strange, fine pictures in the world — a 
sort of marvel of art. 

" When occasionally taken there by my father to see 
the palace, I have often beheld this series of portraits, 
entirely busts and in uniform frames, and certainly they 
might be safely matched for nobleness of countenance, 
purity of complexion, and sweetness of expression, 
against any family, the children of the same parents, 
and win the prize of beauty. 

"This interesting collection of portraits decorated 
the walls of a small apartment of her late Majesty, Queen 
Charlotte of inestimable memory, where she, as I have 
been informed, delighted to sit, thus surrounded with the 
faithful resemblances of her numerous and beloved 
children." 

Gainsborough, from this and other accounts, was 
persona grata at the palace, and his rather bluflf man- 
ners were apparently rather relished by King George. 
Fulcher refutes tiazlitt, who observed in his conversa- 
tions with Northcote, " Gainsborough did not make him- 
self agreeable at Buckingham House," by quoting the 
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Princess Augusta as reported by Mn Leslie. The 
Princess remarked that the painter was a great favourite 
with all the Royal Family, and added an interesting 
anecdote : — 

"One of the Princes died when Gainsborough was 
at Windsor, and day after day, as the King passed by 
the room in which he was employed, he saw him at 
work. The King desired a page to tell him to discon- 
tinue painting for the present The page hesitated ; the 
King repeated the command. 'When your Majesty 
knows what Mr. Gainsborough is doing,' replied the 
page, • I am sure — ' The King understood him ; he 
was making a portrait of the dead child." 

Angelo supplies some further gossip, which shows 
the painter's relations with the Royal Family plainly 
enough. Angelo had made one of a party with Abel 
and Gainsborough on a trip to Windsor, which lasted 
three days, and relates the conversation which passed 
between the painter and the musician, during a visit they 
made to the castle : — 

" If my memory may be trusted, he did not appear 
to think very highly of the pictures in the Royal col- 
lection generally. Some of the Vandykes rivetted his 
attention, however. The portrait of Queen Henrietta in 
white satin delighted him. 'That woman had taste,' 
said he ; ' why do not the French women dress with that 
elegant simplicity now ? But she was the daughter of 
Henry the Fourth. Ye gods, how the French have 
degenerated ! ' 

"'Yes,' said Abel, who was a man of observation, 
' but, howsomdever dat may be, vot a strange degeneracy 
of your countryvomans for to imidate all the drumpberry 
fashions from France.' 

'' ' True,' replied Gainsborough, ' I once, in conversing 
with His Majesty upon the subject of modern fashions. 
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took the liberty to say, " Your painters should be employed 
to design the costumes." ' 

" * Veil, and I should tesire to know what observations 
His Majesty redumed, as he is a brince of gultivaded 
daste/ 

"'What observation, man! Why, the King said, 
" You are right, Mr. Gainsborough ; I am entirely of your 
opinioa Why do not you and Sir Joshua set about it ? " 
adding, " but they are bewitching enough as it is — hey, 
Gainsborough, hey ! " ' 

" * And what did you rebly to dat ? ' 

« « Why, like a saucy dog as I am, what our gracious 
King listened to, and only answered with a smile. I said 
(faith, I am ashamed to repeat it), "Yes, please your 
Majesty, it were as well to leave the dowdy angels 
alone." ' 

" Gainsborough was fond of relating the conversations 
which he had the honour of holding with the King. He 
always professed an esteem for His Majesty's judgment 
in the affairs of his own art. * The King,' he said, ' is a 
good connoisseur, and conversant with the works of the 
old masters — much more so, indeed, than many of his 
courtiers, who held their heads so high upon the 
advantage of foreign travel ; lordlings who, for all their 
pratings about carnations, contour, and gusto, prefer a 
racer to Raffaele, and a stud to the studio of Michael 
Angelo himself.' 

" I remember Gainsborough relating to Sir George 
Beaumont, that one morning, whilst waiting upon the 
Queen at Buckingham House, His Majesty entered the 
apartment, and, whilst looking at one of the heads which 
Gainsborough had just completed, he turned suddenly 
and observed, ' I hope you have not entirely relinquished 
the study of landscape, Mr. Gainsborough ? ' 

" * No, sire,' replied Gainsborough ; * I have been 
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honoured with commissions to paint several compositions 
of late, but my portraits must be completed, for I have 
received from my sitters sums in advance.' 

" ' Ay, ay, a good custom that — first set on foot by 
Sir Joshua, hey. An excellent custom. Yes, I respect 
your integrity ; I am sorry to say, however, that there are 
some members of your profession who are not very con- 
scientious upon that point Yes, you are right ; profes- 
sional men cannot be too punctilious on these matters.' 

"*Not, your Majesty, but what I prefer landscape 
painting.' 

" * Doubtless,' replied the King, * portraiture is a tan- 
talising art — ^no pleasing your sitters, hey. All wanting 
to be Venuses and Adonises, hey. Well, Mr. Gains- 
borough, since you have taken to portraiture, every one 
wants your landscapes ; is it not so ? ' 

" ' Entirely so, your Majesty.' 

" * Ay, ay, that is the way of the world ; I knew it 
would be so,' rejoined the King. " 

''The remarks of this painter were no less original 
than the style of his art. No doubt, his observations 
were interesting to the King, as His Majesty's perception 
was too quick and lively not to feel and enjoy the points 
they conveyed. Gainsborough used to observe 'that 
the King uttered more ofvgindX petits jeux de motSy and in 
a playful style purely his own, than any person of rank 
he had ever known ; but, as they were usually applied to 
the localities of the moment, they lost half their naiveti 
by every attempt at repetition.' " 

Before leaving the question of the Royal portraits, 
we may perhaps quote a story related of that of the 
Duke of York by a Mr. John Sewell, a gentleman who 
some years ago wrote with much knowledge to Notes 
and Queries upon the subject of Gainsborough and his 
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work. According to Mr. Sewell, the portrait of Frederick 
Duke of York is missing from the Koyzl collection, and 
was known to be in private hands during the lifetime of 
her late Majesty Queen Victoria. Mr. Sewell begins 
his communication by quoting the lines of Burns : 

"For you Rt. Rev. Osnaburgh 
Nane sets the lawn sleeves sweeter, 
Although a ribbon at your lug 
Had been a dress completer." 

He suggests, too, that some official at the palace, not 
knowing that the Duke of York was the Bishop of 
Osnaburgh, had discarded the picture which represented 
him in that office from the Royal collection. "This 
picture," says Mr. Sewell, " was brought under the notice 
of Her Majesty, who was desirous to complete the set of 
Royal portraits by that artist, and did not allow the 
price asked for it to be a consideration. But some 
doubts arose about the undecorated dress in which the 
portrait appeared, and as there was some uncertainty, 
the picture was returned to its owner, as it did not then 
occur to any of the parties that the Duke was also the 
Bishop of Osnaburgh. 

" But my informant, one of the negotiators, on hearing 
the above lines from Burns recited at his centenary at 
the Crystal Palace, felt at once that the crux about the 
dress was solved, and that, like Burns, Gainsborough had 
painted the portrait of the Duke, not as a Royal Prince 
but as Bishop of Osnaburgh. 

" The presumption is that the want of a ribbon at his 
ear or some other Royal decoration had led to the Duke's 
portrait being turned out of the Royal collection as an 
unknown intruder, and that the same cause recently 
operated to prevent the re-entry of the Duke among his 
decorated brethren." 

We have Fulcher's authority for saying that Gains- 
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borough, after his arrival in London, was soon over- 
whelmed with work, which, though probable enough, is 
almost certainly a surmise on the part of the author. 
" It was soon known," says he, " that the King and Queen 
had sat to Gainsborough; Peers and Commoners were 
not slow to follow the Royal example. Commissions for 
portraits now flowed in so fast, that, with all his rapidity 
of execution, he was unable to satisfy the impatience 
of some of his sitters." 

All this is likely enough, no doubt, but this flow 6f 
patronage scarcely depended upon the Royal favour. 
Gainsborough was well enough known to secure constant 
employment, and the Royal patronage, though gratifying 
enough, had little to do with the crowds of sitters who 
besieged Pall Mall, just as other streams flowed into 
the painting-rooms in Leicester Fields and Cavendish 
Square. 

In any case, if we are to believe an anecdote for 
which we are also indebted to Mr. Fulcher, Gainsborough 
preserved into these years much of the engaging inde- 
pendence which had marked his dealings with some of 
his sitters in Bath : — 

"One gentleman lost his temper, and inquired of 
the porter in a voice loud enough to be overheard : 
' Has that fellow Gainsborough finished my portrait ? ' 
Ushered into the painting-room, he beheld his picture, 
fresh from the pencil and complete to the gold buckles. 
After expressing his approbation, he requested it might 
be sent home at once, adding ' I may as well give you 
a cheque for the other fifty guineas.' * Stay a minute,' 
said Gainsborough; 'it just wants the finishing stroke, 
and snatching up a background brush he dashed it 
across the smiling features, indignantly exclaiming, ' Sir, 
where is my fellow now ? ' " 

The chronology of Gainsborough's work, ordinarily 
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difficult to follow by reason of the absence of titles and 
dates, is again complicated by his quarrel with the 
Academy, which kept his work from the exhibitions 
during the early part of his career in London. 

The later changes in his art, too, are less well defined, 
and afford no parallel to that astonishing development 
in his powers which accompanied his removal to Bath in 
1760. Since that first great development we discover 
no such dividing line in his work as appears, say, between 
the Admiral Vernon and the General Honywood, or the 
early landscapes in the National Gallery and the '' Water- 
ing Place " in the same collection. But there are still 
boundaries which suggest themselves. Modem criticism 
is now pretty well agreed as to certain characteristics 
which distinguish his work at later periods, and in any 
representative collection of his portraits it is not difficult 
to range his canvases approximately at least in proper 
order. 

Thus at the National Portrait Gallery may be seen 
a set of heads which are representative of his simple 
portraiture almost throughout his career. There is the 
Vernon of the Ipswich period, for example, with its 
conscientious rendering of the crimson coat, the hard 
line of shadow under the wig, the stiffness of the 
attitude, and the hand in breast and hat under arm, of 
the true Hudsonian formula. The National Gallery 
supplies us with a portrait of the very early Bath period, 
painted before the astonishing development represented 
by the Poyntz or Honywood, in the rather laboured 
head of Orpin, the parish clerk. The head of the Duke 
of Bedford at the National Portrait Gallery is a typical 
portrait of the middle Bath period, showing the warm 
colour, inclining to a bituminous quality in the back- 
ground, red coat kept wonderfully in place, low tone 
throughout, and hatching in warm colour in the face. 
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The portrait of Stringer Lawrence in the same collection 
is another head of the same period, or perhaps a little 
later. The Lord Amherst, which hangs near it, is of a 
little later still, probably at the end of the Bath or 
beginning of the London period; and the Comwallis, 
painted in i7S3,is a typical head of the last period, with 
its cool colour, grey background, and free handling of 
the flesh. These heads are all very instructive for the 
student, being as they are without the distraction of 
pictorial treatment. 

The tone of some of Gainsborough's best known 
work has been much altered by varnishing long since 
the painter's death. The large *' Watering Place," for 
instance, was heavily varnished about 1839, when a 
critic in Blackwood congratulated the public on the 
improvement which he thought had resulted from the 
process. " It does not now look dingy," he said, " but is 
rich and transparent." The portrait of Henderson in 
the National Portrait Gallery has suffered much by the 
same treatment. 

Characteristics of Gainsborough's portraiture and 
subject pictures during the first five or six years of his 
residence in London are a cooler scheme of colour and 
a restricted palette. The glow of the warm browns of 
the Bath period is left behind, brown backgrounds of 
plain heads are replaced by those of a soft grey, and the 
painter attains efiects of rich colour by the interplay of 
a relatively few tints. Mr. Basset's famous "Cottage 
Girl " should, we believe, be assigned to the London 
period. Great differences of opinion have been expressed 
as to the date of this picture. Sir Walter Armstrong 
ascribes it to the Bath period ; other writers have placed 
it among the canvases painted by Gainsborough in 
1787, the last year of his life. This is an obvious 
mistake, as appears very convincingly from the following 
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notice of the canvas in the Morning Herald for June 
6th, 1785: 

''This delightful picture was sold to Sir Francis 
Basset of Tehidy Park, M.P. for Penrhyn, for two 
hundred guineas. The little subject of this piece was 
met by Thomas Gainsborough near Richmond Hill with 
the little dog under her arm, who is her companion on 
the canvas." 

If this writer is to be relied upon, the picture is 
removed definitely from the Bath period. Gainsborough 
had a house or cottage up the river at Kew or Richmond, 
where portions of his summers were spent after he had 
settled in London. In any case, the picture presents 
that restraint of colour which is characteristic of what 
we may term his penultimate style. The colours of the 
landscape are repeated in different depths of tone in 
the figure, the warm greys of the sky in the coat of the 
dog, and are relieved alone by the brown pitcher and 
the tones of the flesh. 

A little later in the same period, perhaps, comes the 
charming canvas of the little Miss Haverfield in the 
Wallace collection, one of Gainsborough's most delight- 
ful presentations of childhood. This picture of the little 
girl tying her black coat across her white frock, may in 
one of its aspects be considered an example of Gains- 
borough's skill in suggesting rich colour with the very 
slightest expenditure of positive tint. 

The superb Perdita in the same gallery is an 
obvious pair to Lord Rothschild's magnificent Mrs. 
Sheridan. The attitude of the figures is similar ; they 
are both seated upon a bank in the open air ; the brown 
tones of the Bath period have disappeared; and the 
feathery touch and the high tones of the typical " silvery 
Gainsborough " of the last years of the painter's career 
are not yet reached. In both, too, appears that tinge 
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of exquisite melancholy which is found in his finest 
work — a quality, indeed, which it shares with the master- 
pieces of all art in all times. It was the intuition of a 
great artist which displayed this quality in such portraits 
as these and in that of Mrs. Graham — a quality quite in 
keeping with the destiny of all three of these beauteous 
young women. One might wish that poor Perdita 
Robinson had rested content with this record of her 
beauty in its prime. There is Reynolds's profile in the 
same gallery to heighten that wish, without counting 
the disenchantment which follows an inspection of that 
dreadful drawing of the lady in her later years in the 
National Portrait Gallery by Mr. George Dance. 

There was a group of portraits painted by Gains- 
borough at this period which owed their existence to the 
feeling of clanship on the part of Mr. Villebois, the son- 
in-law of Sir Benjamin Truman, and a partner in the 
great brewing firm of Truman, Hanbury, Buxton, & Co. 
This gentleman, as Mr. Stephens informs us, caused this 
group of portraits to be painted, and directed that they 
should remain on the premises of the firm so long as one 
of its members bore the name of Villebois ; further, that 
when this was no longer the case, the ^pictures should be 
sold for the benefit of the heirs of the family. The 
group included two of Gainsborough's finest feminine 
portraits in those of Mrs. Mears and Mrs. Villebois, both 
daughters of Sir Benjamin, and now in the possession of 
Mr. Alfred de Rothschild. They are both full-length 
standing figures, and must have formed a superb pair 
when hung together. Mrs. Mears leans with an arm 
against a pedestal, with her lilac-coloured dress over the 
left hand, showing a white petticoat and white shoes, and 
has the lofty head-dress of the period surmounted with 
flowers. Her sister is in a blue dress trimmed with 
pearls, a blue train, white satin petticoat and shoes, and 
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wears a scarf round her shoulders. Theyr are both 
eminent examples of Gainsborough's genius, which was 
shared by Reynolds alone, in the triumphant treatment 
of feminine dress. 

It is probable that the portrait of Sir Benjamin Truman 
himself was one of this group (the portrait now in the 
possession of Mr. H. Villebois), which shows the baronet 
at full-length, dressed in brown coat and breeches and 
yellow waistcoat, walking in a landscape near a piece of 
water. Another picture of the group was that of the 
Truman- Villebois boys, showing them seated near the 
base of a pillar in a garden, dressed in drab suits and 
with wide collars open at the neck, their hats on the 
ground, and building a house of cards. This may have 
been painted later, but the date seems indicated approxi- 
mately by a letter of the painter to his sister, Mrs. Gibbon, 
written in the autumn of 1778, where he makes mention 
of Miss Read, Sir Benjamin Truman's granddaughter, as 
coming from Wiltshire to London on purpose to sit for 
him. 

Probably the best known of Gainsborough's portraits 
of women, and the canvas most universally accepted as 
typical of his art of feminine portraiture, is that beautiful 
picture at the National Gallery in Edinburgh of Mrs. 
Graham. The treatment of this noble portrait, its 
perfect preservation, the beauty of the subject, the 
pathos of her history, all conspire to place this superb 
canvas among the most renowned of his works. 

Mrs. Graham was a daughter of a family which 
supplied all the three great portrait painters of this 
period with some of the most attractive of their subjects. 
Her father. Lord Cathcart, sat to Reynolds for the well- 
known head, showing the mark of the pistol bullet he 
received at Fontenoy. He was very proud of the wound, 
and begged Reynolds to let the scar appear plainly in 
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the portrait. As he said, it was not every man who 
carried a bullet about in his head. Mrs. Graham's sister, 
Lady Mansfield, was that beautiful swan-necked lady 
who appears to such advantage in Romney's portrait at 
South Kensington — a picture which some consider that 
painter^s masterpiece. The brother, afterwards the first 
Earl Cathcart, was painted by Gainsborough probably 
about the same time as his sister, though the portrait 
was returned to the painter for an alteration of the 
costume, when his Lordship had changed his profession 
from the law to that of arms, and wished his peer's robes 
to be painted out and a military uniform put in their 
place. The portrait, still in the possession of the family, 
was found in the studio after the painter's death, un- 
finished, but with a uniform dashed in at a sitting. 

Lord Cathcart was bred to the law, but only held a 
single brief. This was to defend a woman who was 
indicted and condemned for murder. Lord Cathcart 
humanely took horse and galloped to London from the 
circuit in which he was practising, obtained a reprieve, 
and saved the woman's life, after which he entered the 
army and served with distinction. 

The portrait of Mrs. Graham must have been painted 
soon after her marriage in 1774. Her husband was Mr. 
Thomas Graham, afterwards Lord Lynedoch, the dis- 
tinguished soldier. His military career, a very notable 
one, was remarkable in some of its circumstances. He 
entered the army at the mature age of forty-three, as a 
distraction from his grief for the loss of his wife, who 
died on shipboard off Hy^res in 1791, and to whom he 
was devotedly attached. 

Graham first saw service in 1793 at Toulon, where 
he joined Hood's fleet and volunteered as aide-de-camp 
to Lord Mulgrave, and from that time until the close of 
the Peninsular War was almost continuously upon active 
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service. He served with distinction against the French 
all over Europe — at Quiberon, at Gibraltar, at Mantua 
under the Austrian General Wurmser (where he volun- 
teered to get through the investing lines and cany news 
of the straits of the besieged garrison), at Minorca, 
Messina, and Malta. . He was one of the few present at 
Sir John Moore's funeral at Corunna, and had acted as 
aide-de-camp to that able General. Graham's great 
military qualities first appeared perhaps at Barossa, 
where, however, his brilliant services were much pre- 
judiced by the misconduct of the Spaniards with whom 
he was acting. Later he became one of Wellington's 
most trusted lieutenants, and fought with distinction at 
Ciudad Rodrigo, Badajos, and at Vittoria, where he 
commanded over forty thousand men, and he was with 
Wellington's victorious army which crossed the Bidassoa. 

It is recorded of Lord Lynedoch that at the age of 
seventy-four he rode twenty-four miles to a meet of the 
Pytchley hounds, and that in his ninety-second year he 
hurried home from Switzerland to do homage to Queen 
Victoria on the occasion of her first visit to Scotland. 
He lived well into modem times, dying as he did at the 
age of ninety-five, in 1843. 

It seems superfluous to say much of the portrait of 
Mrs. Graham, which is a national possession, apart 
altogether from its being in a public collection. A 
hundred reproductions of " Mrs. Graham by Gains- 
borough" have made us all familiar with its beauty. 
The canvas is so well preserved that it might have been 
painted within the last ten years instead of a century and 
a quarter ago. It has fortunately escaped the ferocity 
of the vamishers, who spoiled so many of the painter's 
works in the early years of the nineteenth century, and, 
as a fine example of Gainsborough's almost faultless 
technique, it is probable that, failing accident, it will 
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endure as long as paint and canvas may hold together, 
as a memorial of the genius of the painter and the 
beauty of the British women of his day. Pope's lines 
upon a picture of Jervas are much more applicable to 
this noble work : 

" Yet still her charms in breathing paint engage. 
Her modest cheek shall warm a future age ; 
Beauty, frail flower, that every season fears. 
Blooms in thy colours for a thousand years." 

There is an interesting note on page 25 of 
Cunningham's second volume of the WcUpoh Letters 
which relates to a portrait of a Major Johnston, painted 
by Gainsborough, presumably soon after his arrival in 
London. The information was supplied by a descendant 
of that gentleman, Colonel F. Johnston, in whose; pos- 
session the picture was in 1857: — 

" Major Johnston served at Dettingen and Fontenoy, 
. . . and was considered the handsomest man and best 
swordsman in the army. . . . Many stories are told of 
his prowess during his youth ; and in those days, when 
gentlemen never appeared without a sword, any little 
difference was constantly settled on the spot, and in these 
he was always victorious. He was a great favourite with 
the fair sex, and indeed was so handsome and fashion- 
able at this time, that Gainsborough requested him as a 
great favour to sit to him for his portrait, in order to 
bring himself into vogue, which he did, and, after the 
picture had been exhibited the usual time, the artist 
made Major Johnston a present of it, and it is now in 
the possession of Sir Alexander Johnston. Although 
considered a very good-natured man, he was sometimes 
known by the name of * Fighting Johnston.' " 

Another interesting figure of tho$e times painted by 
Gainsborough towards the end of the 'seventies was 
Mr. William Almack, one of that group of able men 
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who made a living by catering for the pleasures of the 
aristocracy, of which Arthur and Martindale at White's, 
and Almack's successor, William Brooks, at Brooks's, 
were others. Almack's real name was Macall, a Scotch- 
man, who started life as a servant to James Duke of 
Hamilton. He married a sister of the local surgeon 
named CuUen, who was maid to the Duchess, and, under 
the auspices of that great family, the pair came to 
London at the end of the reign of George the Second. 
They established a coffee-house on the site of the present 
Marlborough Club, which was known as Almack's, Macall, 
having reversed the syllables of his name, in order to 
escape the unreasoning persecution which was the lot of 
most Scotsmen in England when George the Third 
came to the throne. Almack's Coffee-House became a 
haunt of the male fashion of the time, and one reads 
often slight references to the place in the annals of those 
days, — ^how Harry So-and-so drank himself to death at 
that place of entertainment, for example; or of Lord 
Ma^ ch dining there with George Selwyn ; or of a party of 
gentlemen tuning up at a catch club, which made the 
coffee-houseite rendezvous. 

Almack's, however, is best remembered as the 
original of Brooks's, the great Whig club. To the cofiee- 
house in 1764 came twenty-seven young seceders from 
White's, to form a club of their own, with Almack as 
" Master of the House," a club famous for a short time 
as ** Almack's," and as the headquarters of the out- 
rageous gaming of the day. Almack, after a few years 
of management, turned over the club to his head waiter, 
Brooks, who gave it his own name, and we may still 
recognise the same institution in the venerable Brooks's 
in St. James's Street. Almack himself opened in King 
Street what was described as '' a ten-guinea subscription 
in three very elegant new built rooms." Such was the 
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origin of that famous institution known as Almack's 
Assembly, the resort of an exclusive fashion for dancing 
and social intercourse during nearly a century. The 
building may still be seen, much altered, in Willis's 
Restaurant and Messrs. Robinson & Fisher's Auction 
Rooms. 

Almack in this new enterprise was eminently success- 
ful, and became, in his way, quite a personage. He sat 
to Reynolds as well as to Gainsborough. Both portraits 
show an oldish man of comfortable aspect, wearing the 
wig and long coat of the period. Gilly Williams, too, 
supplies a verbal sketch which helps to complete the 
personality of the excellent Almack. ** Almack's Scotch 
face," writes he in 1763 to Selwyn, "would divert you, 
as would his lady in a sack making tea and curtseying 
to the duchesses." Almack later extended his operations, 
took over the Thatched House Tavern, and made a 
fortune. He died in 1781, after seeing his son well 
educated and entered at the Bar, and his daughter 
married to " Mr. Pitcaim, Physician Extraordinary to the 
Prince of Wales." The son inherited a large residuary 
estate, and died unmarried in 1806. 

Sir Joshua Reynolds, in his discourse to the students 
of the Royal Academy in December of 1778, thus 
delivered himself: 

" I must take this opportunity of mentioning one 
of the means of producing that great effect which we 
observe in the works of the Venetian painters, as I think 
it is not generally known or observed. It ought, in my 
opinion, to be indispensably observed that the masses of 
light in a picture be always of a warm mellow colour, 
yellow, red, or yellowish white, and that the blue, the 
grey, or the green colours be kept almost entirely out of 
these masses, and be used only to support and set off 
these warm colours ; and, for this purpose, a small propor- 
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tion of cold colours will be sufficient Let this conduct 
be reversed : let the light be cold and the surrounding 
colours warm, as we often see in the Roman and 
Florentine painters, and it will be out of the power of 
art, even in the hands of Rubens and Titian, to make a 
picture splendid and harmonious." 

There is a venerable tradition, founded, we may 
suppose, on some contemporary gossip, — ^which delighted 
in exaggerating whatever litde differences might exist 
between Gainsborough and Reynolds, — ^that this dictum 
of the President of the Academy was launched at the 
work of his rival, and that Gainsborough made an 
effective reply by painting the famous Blue Boy now at 
Grosvenor House. 

There are several reasons to be ui^ed against the 
present acceptance of this tradition, the most forcible of 
these being, that there is little doubt that the picture 
was painted several years before Reynolds delivered his 
lecture. A Mr. Joseph Hogarth, ''a well-known and 
respected veteran in works of art, Mount Street, 
Grosvenor Square," was the first to record his conviction 
that the Blue Boy was painted in 1769, that it was ** the 
portrait in a Vandyke dress which achieved for Gains- 
borough so great a success at the Royal Academy in 
1770" and that it was the picture of which Miss Mary 
Moser wrote in a well-known letter in that year. 

In that letter, written to Fuseli and describing the 
exhibition, that lady said, *' It is only telling you what 
you know already of the exhibition of 1770, to say that 
Gainsborough is beyond himself in the portrait of a 
gentleman in a Vandyke habit." There seems confirma- 
tion of the theory that Miss Moser was here describing 
the Blue Boy, in a conversation recorded by J. T. Smith, 
in A Book for a Rainy Day^ where he makes note of 
the following scrap of talk between himself and his friend 
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Taylor, a teacher of drawing, who had studied under 
Francis Hayman, and died at the age of ninety-eight 
in 1838: — 

" Did you know Gainsborough, sir ? " 

'' Oh, I remember him ; he was an odd man at times. 
I recollect my master, Hayman, coming home after he 
had been at the exhibition, and saying, ' What an extra- 
ordinary picture Gainsborough had painted of a Blue 
Boy ; it is as fine as Vandyke ! ' " 

« Who was the Blue Boy, sir ? " 

"Why, he was an ironmonger. He lived at the 
comer of Greek and King Streets, Soho ; an immensely 
rich man." 

It seems unnecessary to travel beyond these facts to 
fix the date of the picture, a point in itself of small 
importance, apart from the tradition of its origin of 
which we have taken note. Gainsborough left many 
male portraits in the Vandyke manner, — those of young 
Canning, of his nephew Dupont, and the Pink Boy 
among others, — but none which quite justify Miss Moser's 
raptures, except the famous canvas belonging to the 
Duke of Westminster. J. T. Smith could hardly have 
committed so glaring an inaccuracy as is involved in 
any doubt of his report of the conversation with Taylor ; 
and if we accept that conversation as authentic, the men- 
tion of Hayman, who died in 1776, alone disposes of 
the accepted tradition of the anti-academic origin of the 
picture, and places the Blue Boy among the productions 
of Gainsborough's later years at Bath. 

Certainly the work, apart though it is in some ways 
from anything else the painter ever painted, has a greater 
affinity for his portraits of that period than for those of 
the later period of his work in London, and leans more 
towards the solid painting of those middle years of the 
painter's career than to the ethereal quality of his last 



228 THOMAS GAINSBOROUGH 

work. Assuming for a moment that the picture had its 
origin in the circumstances which have so long been 
accepted as authentic, it is certain that Gainsborough 
rather evaded than overcame the difficulties set out in 
Reynolds's dictum. The boy is dressed in blue, it is true, 
but there is little of pure blue on the canvas, and the 
undoubted harmony of this superb picture is produced 
by the breaking of the crude colour by a most cunning 
treatment of the half tones and shadows of the dress, 
which are blended with warm tints, and the consequent 
avoidance of the large masses of bleak colour which were 
the essence of Reynolds's proposition. 

However, there seems little necessity to take 
this passage of Reynolds's discourse very seriously, or as 
a criticism of Gainsborough's method. Sir Joshua's 
warmest admirers have long rejected the Discourses as 
of any great value as contributions to the theory of 
painting. As Ruskin said, Reynolds spent his life in 
disproving his theories by his practice. There is at 
least one canvas of the President, which violates with a 
perfect success every rule addressed to the students in 
December of 1778. Lord Mayo's fine portrait of Arch- 
bishop Bourke at Palmerstown is a triumphant vindica- 
tion of Reynolds's own power of producing a harmonious 
piece of colour by the employment almost alone of 
masses of cool colour, and by the avoidance of any of 
the warm tones he so recommended. The black robe, 
the cool grey of the lawn sleeves, the restraint in the 
flesh tints, and the absence of any large masses of warm 
colour in the accessories of that portrait, are a refutation 
of Reynolds's recipe as complete as Gainsborough himself 
ever painted. 

Reams have been written upon the history of the 
Duke of Westminster's picture, its adventures, its success- 
ive owners, and the claims of certain copies or replicas 
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to rank as the original It seems to be generally 
accepted that the picture represents a young Buttall, the 
son of a prosperous ironmonger who lived in Soho, and 
whose name is to be found in the London Directory 
as living at 31 Greek Street so late as 1794. It is 
difficult, however, to know what brought the youth to 
Gainsborough's studio at Bath in 1769. The identifica- 
tion of the sitter rests upon a declaration of Mr. Jackson 
of Exeter, who first mentions young Buttall as the 
subject. Turner, according to Mr. Thombury, was of 
opinion that the portrait represented a member of the 
Molyneux family, the Earls of Sefton; but this point, 
again, seems of small importance. The whole matter 
received a copious discussion in a correspondence which 
ran through many issues of Notes and Queries in the 
years 1869 and 1870. 

That correspondence arose out of the exhibition of 
another Blue Boy at a conversazione of the Institute of 
Civil Engineers in 1867, a picture which a member of 
the Institute, Mr. John Sewell, championed as the 
original, with much ingenuity and vehemence, but 
without shaking the claims of the Grosvenor House 
picture to that distinction. The picture then exhibited 
is now in America, and has never been seen side by side 
with the Duke of Westminster's portrait, so that a dis- 
cussion as to their respective merits must be more or less 
academic. But so many points of interest appeared in 
the discussion, that its chief features may be mentioned 
here, if only as a contribution to the history of one of 
Gainsborough's best-known works. 

It would seem that the original Blue Boy was in the 
possession of young Buttall until about 1796, after which 
year it passed into the hands of George, Prince of Wales, 
This is quite likely, for we see elsewhere that that highly 
placed individual was disposed to show a great interest 
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in Gainsborough's works after the painter's death. Later 
the work passed to a Mr. John Nesbitt, a gentleman who 
is well known to students of the period as a boon com- 
panion of the Prince. The transfer of the picture is thus 
described in Thombury's Life of Turner by the Rev. 
J. T. Trimmer, vicar of Marston-on-Dove, in Derbyshire, 
a gentleman qualified to speak with some authority on 
Gainsborough, as grandson of the painter's great friend 
Joshua Kirby, and the son of the interesting Mrs. 
Trimmer, whom we saw as a prim girl recommending 
Gainsborough as a model of deportment to her brother, 
then bis pupil at Ipswich. 

Says Mr. Trimmer : " Many years ago there resided 
at Heston a Mr. Nesbitt, a person of substance and a 
companion of George, Prince of Wales. He once 
possessed Gainsborough's Blue Boy, and in the following 
way. He was dining with the Prince. ' Nesbitt,' said 
the Prince, ' that picture (pointing to the Blue Boy) shall 
be yours.' At first he thought the Prince must be 
joking, but, finding he was decidedly serious, Nesbitt, 
who was a beau of the first water, made all suitable 
acknowledgments for HiR.H.'s generosity, and next 
morning the Blue Boy arrived, followed in due time by 
a bill for ;f 300, which he had the satisfaction of paying. 
I heard Mr. Nesbitt many years ago tell the story at my 
father's table." 

The picture was later in the possession of Hoppner, 
with whom it was probably deposited by Mr. Nesbitt, 
or he may have sold it to the painter. In Hoppner's 
studio probably originated the two copies known to 
exist — that in America already mentioned, and another 
in France. From Hoppner the original passed into the 
possession of Earl Grosvenor early in the last century, 
and it has remained at Grosvenor House since. 

Mr. Sewell, however, read the facts differently, and 
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was throughout the prophet of the copy, which he 
r^;arded as the original, and declared the Grosvenor 
House picture to be an inferior reproduction, probably by 
Hoppner himself. He contended that the original Blue 
Boy was deposited by Mr. Nesbitt at Hoppner's, and 
that it returned into his possession about 18 15, from 
whom a Mr. Hall acquired it in 1 8 1 9. Mr. Hall kept 
the picture during his lifetime, and at his sale in 1858 
it was bought by a Mr. Dawson. Mr. Sewell throws out 
dark hints as to the origin of the Grosvenor House 
picture, and traces it through various obscure dealers into 
the possession of Earl Grosvenor. But he probably con- 
vinced no one but himself, and stands convicted of a 
lamentable lack of critical acumen when he confesses to 
doubts as to the Duke of Westminster's picture being 
from the hand of Gainsborough at all. 



CHAPTER VIII 
LONDON— 1775-1783 

GAINSBOROUGH'S residence in London gave him 
a welcome opportunity of renewing his acquaint- 
tance with his brother Humphrey, who, as we saw in our 
first chapter, was settled at Henley-on-Thames. Fulcher 
says, which is most likely, that for this brother " Gains- 
borough ever cherished a warm affection, occasionally 
stealing a visit to Henley that they might roam together 
amidst its picturesque scenery." In any case, there is 
evidence of their intercourse in a letter written by the 
painter to his sister Mary (Mrs. Gibbon) at Bath, which, 
in the absence of any great number of letters by the 
painter, we give at length. 

" London, A^wr. 13/A, 1775. 
" Dear Sister, — We return you our best thanks for 
the excellent present of fish, which turned out as good 
as ever was eaten, and came very timely for brother 
Humphry to take part with us. He went home to 
Henley to-day, having been with us ten days, which was 
as long as he could well be absent from his business of 
collecting the tolls upon the river. He was as well as 
could be expected, considering his affliction for the loss 
of his poor wife. We did all we could to comfort him, 
and wish him every possible happiness, as he is a good 
creature. 

2SS 
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'' My wife has been veiy indiiferent with a disorder 
that goes about in all parts of London ; it seems to be a 
sort of cold attended with a bad cough, and it has gone 
through our family, servants and all ; but, thank God, we 
are upon the mending hand. We don't hear of many 
people dying of it, though it is universal. 

'' I am glad to hear business in the lodging-house 
way goes on so well. I know you would willingly keep 
the cart upon the wheels till you go to heaven, though 
you deserve to ride there in something better. 

*' I told Humphry you were a rank Methodist, who says 
you had better been Presbyterian, but I say Church of 
England. It does not signify what if you are but free 
from hypocrisy, and don't set your heart upon worldly 
honours and wealth. I wish you long life and happiness, 
and remain, your affectionate Brother, 

"Tho. Gainsborough." 

This letter seems to preserve for us some particulars 
of one of the first recorded visitations of influenza to 
this country. It would appear also that Humphrey 
Gainsborough added to his ministerial duties the avo- 
cation of a toll-keeper at the various locks on the 
Thames. 

It was only a year later that Gainsborough wrote 
another letter to Mrs. Gibbon, recording the final close 
of his renewed intimacy with his brother : — 

''Nov. StA, 1776. 
" Dear Sister, — I have been going to write to you 
every post for this month past, but was desirous of 
acquainting you with what I had done towards settling 
my brother Humphry's affairs, and therefore postponed 
writing until I had sold the stock. Mr. Cooper advises 
me to keep on the house till we can make the most of 
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the steam engine (as the work if taken to pieces perhaps 
may never be put together again), and also the maid in 
the house, lest any discovery should be made of it. 

*'The goods are sold, but none of the books, nor 
have I any account yet from Henley, so as to be able 
to settle anything. We may hope you and Sally con- 
tinue in good health and good bustling spirits, and join 
the best affections to you both." 

A letter of this period, quoted by Fulcher, furnishes 
us with material for speculations of more or less interest 
upon the subject of Gainsborough's womenkind, who 
appear as rather nebulous images in the scanty annals 
of the painter. The letter is eloquent also of the 
prosperity of the artist, who indeed had written 
previously to Mrs. Gibbon congratulating himself that 
professional matters were "everything that the heart 
could desire, and that he was living at a full thousand a 
year." From Fulcher we learn that this prosperity was 
reflected in the possession of a coach of his own, which 
was no doubt a concession to the views of his wife and 
daughters in the matter of an equipage suitable to their 
importance. 

"Gainsborough," says Fulcher, "was glad of any 
pretext for a journey into the country. * My family,' 
wrote the painter, 'had a great desire to make a 
journey to Ipswich to Mr. and Mrs. Kilderbee's for a 
fortnight, and last Sunday morning I packed them off 
in their own coach with David on horseback, and Molly 
wrote to me to let me know that they arrived very safe ; 
but, somehow or other, they seemed desirous of returning 
rather sooner than the proposed time, as they desire me 
to go for them by next Tuesday ; the bargain was that 
I should fetch them home. 

" * I don't know whaf s the matter : either people don't 
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pay them honour enough for ladies that keep a coach, 
or else Madam is afraid to trust me alone in this great 
town.' " 

The letter is not without suggestions of humour. 
Mrs. Gainsborough, with the glamour of her mysterious 
birth, which she held to be royal, with her present 
prosperity, and with the acknowledged beauty of her 
daughters, no doubt visited her native county with 
anticipations of something like a triumphal progress. 
Gainsborough's two married sisters, and Scheming Jack 
and his wife at Sudbury, who by all orthodox precedents 
should have swelled her train, may possibly have been 
moved by less worthy but more human feelings, and 
some little show of envy may have led, as Gainsborough 
seems to think, to the shortening of the trip. In any 
case, it is the last one hears of the coach, which, accord- 
ing to Fulcher, Gainsborough disposed of, "finding it 
either as useless as Hogarth's forgotten equipage, which 
he left at the Mansion House while he ran home in the 
rain, or that it made an unprofitable inroad upon his 
income. He was, however, too proud to be seen using 
a hackney coach ; the pride of the artist operated like 
the humility of the trainband captain, and the chaise 
was not allowed to drive up to the door." 

That same use of the hackney coach was an occasion 
for a dissertation by the faithful Thicknesse, who by 
no means lost sight of Gainsborough in the removal to 
London, but continued his acquaintance with the painter 
from his own house in town. This is another reason 
for our doubt that he had as much to do with the 
removal from Bath as he would have us to believe. 
Gainsborough certainly would never have undergone the 
pangs of a removal of his household as a means of 
getting rid of the Governor at Bath, only to encounter 
him in London. That they were often together after 
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1774 in town seems quite clear, if only from passages 
like the following from the Governor's memoir : — 

'' Vanity or affectation, I care not which way it is 
construed, will not let me withhold a little domestic 
occurrence. My departed daughter, who had some 
claim to genius with her pencil, and now and then 
obtained a hint of importance from Mr. Gainsborough, 
had prevailed upon him to give her a little faint tinted 
drawing of his to copy, from which she made so exact 
a resemblance that at a slight view it was not readily 
distinguishable from the original. One night, but after 
supper^ at my house in town, she laid her copy before 
him, said nothing, but waited to hear what he would say. 
Gainsborough, instead of saying anything, took it up 
and instantly tore it through the middle. The truth 
was, that inattention, good spirits, and a glass or two of 
wine had so cheered him that he thought it was his 
own, yet, at the same time perceiving that it was not 
quite so perfect as a work of his ought to be, he 
demolished it It is scarce necessary to say that he 
made her a second amends for this compliment by 
presenting her with another drawing, which will never 
be torn." 

The Governor's homily on the hackney coach was 
one of those chastenings of poor Mrs. Gainsborough in 
which he managed to conceal whatever love he bore for 
that lady, who was alive when the Governor's little book 
appeared in 1788. It preserves the Governor's per- 
sistent belief in the ingrained parsimony of Margaret, 
and, besides throwing some light on the painter's 
character, does not lack the humorous quality of most 
of the author's dissertations : — 

^'But those who best loved Mr. Gainsborough and 
whom he most loved were unfortunately least welcome 
to his house, his table, and the goodwill of some part 
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of his family, for he seldom had his own way but when 
he was roused to exert a painful authority for it, and 
then he flew into irregularities and sometimes into 
excess ; for, when he was once heated, either by passion 
or wine, he continued unable and unwilling also to do 
business at home, and at those times squandered away, 
fifty times over, the money which an extra joint of meat 
or a few bottles of port would have cost to have enter- 
tained his friends at home. I mention this, because, 
had it not been for such pitiful doings, he would still 
have been in all human probability the delight of his 
friends, and the admiration of the world for years to 
come. He had so utter a disregard to money, that 
somebody smuggled up in a few years at Bath five 
hundred pounds. 

"Those who have sat to Mr. Gainsborough know 
that he stood, not sat, at his palate, and consequently, 
of late years at least, five or six hours' work every 
morning tired him exceedingly, and then, when he went 
into the Park for a little fresh air or up in the city 
upon business, if he took a hackney coach to ease his 
tired limbs back again, he was obliged to be set down 
in St James's Square, or out of sight of his own windows, 
for fear of another set down not so convenient either to 
his head or his heels as riding out twelve pennyworth 
of coach hire, after having earned fifty guineas previously 
thereto. 

" I have more than once been set down by him in 
that manner, even when I was going to dine with him, 
and have more than once been told by him why we 
were so set down. If, therefore, I have told this tale so 
severely, let it be remembered I have lost a friend whom 
I sincerely loved, and • . • * Let the stricken deer go 
weep: " 

There are certainly confirmatory statements by 
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others as to Mrs. Gainsborough's careful habits, but^ in 
the light of what we know of Gainsborough's good- 
nature and prodigality, we think perhaps they were 
excusable, and even creditable, to that lady. 

Another of the few glimpses we are vouchsafed into 
the domestic affairs of the painter is to be gained from 
a letter he wrote to Mrs. Gibbon early in 1780, from 
which we gather his views upon the courtship between 
Johann Fischer and his daughter Mary, which we noticed 
in its origin at Bath : — 

^^ Feb, 2ird, 1780. 

" Dear Sister, — I may imagine you are by this time 
no stranger to the alteration which has taken place in 
my family. The notice I had of it was very sudden, as 
I had not the least suspicion of the attachment being so 
long and deeply settled, and as it was too late for me 
to alter anything without being the cause of total un- 
happiness on both sides, my consent, which was a 
mere compliment to affect to ask, I needs must give. 
Whether such a match was agreeable to me or not, I 
would not have the cause of unhappiness lay upon my 
conscience, and accordingly they were married last 
Monday, and are settled for the present in a ready 
furnished little house in Curzon street, Mayfair. 

" I can't say I have any reason to doubt the man's 
honesty or goodness of heart, as I never heard any one 
speak anything amiss of him, and as to his oddities and 
temper, she must leara to like them as she likes his 
person, for nothing can be altered now. I pray God she 
may' be happy with him, and have her health. Peggy 
has been very unhappy about it, but I endeavour to 
comfort her, in hope that she will have more pride and 
goodness than to do anything without first asking my 
advice and approbation. 

" We shall see how they go on, and I shall write to 
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you farther on the subject. I hope you are all well, and, 
with best wishes, I remain, your affectionate Bro. 

« Thos. Gainsborough." 

This is no cheerful letter inspired by the happy omens 
of an auspicious marriage, and we are afraid that the 
further letters which he wrote to Mrs. Gibbon on the 
subject were of a very gloomy character. All Gains- 
borough's pious aspirations in this matter were doomed 
to disappointment. The marriage, from what we know 
of it, was a hopeless one almost from the first. There is 
no evidence that this was the fault of the bridegroom, 
and Gainsborough at least may have consoled himself 
with the thought that the parties were at least old 
enough to know their own minds. Mary was thirty and 
Fischer forty-seven, and they had had six years at least 
in which to discover each other's faults. 

Fischer was apparently a man of rather eccentric 
disposition, and certainly had his fair share of professional 
pride. This is a story of him in Kelly's Memoirs, which 
exhibits this phase of his character very well indeed : — 

'' Being much pressed by a nobleman to sup with him 
after the opera, Fischer declined the invitation, saying 
that he was usually much fatigued, and made it a rule 
never to go out after the evening's performance. The 
noble Lord would take no denial, and assured him that 
he did not ask him professionally, but merely for the 
gratification of his society and conversation. Thus 
urged and encouraged, he went He had not, however, 
been many minutes in the house before his Lordship 
approached him and said, * I hope, Mr. Fischer, you have 
brought your hautboy in your pocket.' ' No, my Lord,' 
said Fischer, ' my hautboy never sups.' He turned on 
his heel, and instantly left the house, and no persuasion 
could ever induce him to return to it." 
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We need not, however, seek for reasons for the failure 
of his alliance with Mary Gainsborough in the character 
of Fischer : these existed, we are afraid, in the character 
of poor Mary herself. She was of extraordinary beauty, 
"but was subject to occasional aberrations of mind." 
The pair were separated within a short time of their 
marriage, and never resumed their relations. Poor Mary 
lived till 1826, her mental malady increasing upon her 
yearly ; though her father was spared the pain of the 
worst of the trouble, the manifestations of which appeared 
only after his death. Mary believed, says Fulcher, that 
the Prince of Wales was desperately in love with her. 
Sir Walter Armstrong adds a family tradition, to the 
effect that the first intimation of her mental condition 
appeared when she went to a West End shop and ordered 
silk, satin, and linen by the hundred yards. 

After Mrs. Gainsborough's death in 1792, Mrs. 
Fischer joined her elder sister Margaret in housekeeping, 
whose mind, we are told, was in a worse condition than 
her own. She announced that she received no untitled 
visitors, and those who desired to see the poor creature 
accordingly were accustomed to assume titles for the 
purpose. She seems to have harped upon that penchant 
of the Prince for herself to the end. Before her death 
she begged leave to present His Majesty King Greorge 
the Fourth with her husband Fischer's portrait, painted 
nearly half a century earlier by her father, which 
accounts for that picture being in the Royal collection 
to-day. One wonders, in the light of this, whether indeed 
that graceful, graceless Florizel of the 'eighties, who was 
so free of his glances in those early days, and afterwards 
for that matter, ever sent one in the direction of poor 
Mary Gainsborough. 

Fulcher tells us that the elder of the sisters, Margaret, 
inherited all her father's fondness for music, and " played 
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very exquisitely upon the harpsichord." Queen Char- 
lotte on one occasion expressed a wish to hear Miss Gains- 
borough's performance, but the young lady was out of 
temper, and refused to gratify Her Majesty. 

Gainsborough's portrait of poor Margaret hangs in 
the National Gallery to-day. It shows a brown-haired 
woman of about five-and-tiiirty, nearly in profile, in a 
black dress against a grey sky* The bust is painted in 
an oval cunningly broken by a curtain on the left, and is 
an altogether satisfactory specimen of the painter's more 
simple portraiture of the later period. The features are 
comely and even beautiful, but a receding forehead and 
a rather vacant expression seem to give a pathetic 
suggestion of the malady with which Margaret's later 
years were clouded 

The marriage of his daughter to Fischer enables us 
to date with reasonable accuracy the trip which Gains- 
borough made with Abel and Fischer to Eton and 
Windsor, from Harry Angelo's account of which we have 
already quoted. It is improbable that the painter and 
the hautboy player remained on terms of intimacy after 
the separation from his daughter, so it seems pretty 
certain that the following relates to the year 1780 or 
1 78 1. It is perhaps the fullest account existing of 
Gainsborough in his leisure moments, and seems to 
confirm Thicknesse's estimate of Mrs. Gainsborough's 
thrifty character. It adds, too, to our knowledge of the 
interest which the King and Queen took in the painter 
and his affairs : — 

"Once in company with this original painter and 
my old friend Abel, I made a trip to Windsor, where we 
passed the afternoon and evening at the Swan, near 
Eton Bridge. This evening is the more memorable 
from the circumstance of having met that eccentric and 
inscrutable humourist Fischer, the musician there, who, 
x6 
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as I before observed, was son-in-law to Gainsborough, 
having married his daughter. 

*^ It was said, and has been almost generally believed, 
that scarcely any professional man distinguished for 
genius or great abilities could be six hours in Windsor 
without its being known to some member of the Royal 
Family, if the King and Queen were then residing there. 

^* Fischer was a favourite of both their Majesties ; the 
King in particular was greatly amused by his bonhomie ; 
for, though he was sparing of his speech, yet the few 
things he uttered were generally so original and so 
entirely to His Majesty's taste, that he usually reported 
the good sayings of Fischer to the Queen and Princesses, 
which were sure to excite their risibility. 

*' Gainsborough, afraid of his wife, and consequently 
ill at ease at home, was not entirely comfortable abroad, 
lest his Xantippe should discover what he expended on 
his rambles. It is true that he was no economist of his 
cash, but the parsimony of his lady was beyond the 
endurance of any man possessing the least spirit of 
liberality, and Gainsborough was liberal to excess. 

*' Fischer, who, on the contrary, was anything rather 
than an uxorious spouse, used to banter his father-in- 
law on this submission; particularly as Gainsborough's 
income was large, and he was known to be so eminently 
bounteous to his wife ; for, excepting the ready cash 
which he kept in his purse, she was, as Fischer said, 
' receiver general, paymaster general, and auditor of her 
own accompts.' 

" It is known that at the Castle the families of the 
parties who are honoured with the Royal notice not 
infrequently became objects of minute inquiry; not 
from any unwarrantable motive, of course, but rather, as 
Dr. Johnson was wont to say, from that laudible curiosity 
which delights in the development of character. How- 
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ever this might have been, certain it is that many 
domestic family traits, little supposed by the actors 
themselves to be heard without their own walls, were 
whispered within the walls of the royal residence. 

*' It were vain, after all, to moralise severely on this 
propensity; for with princes, as with their subjects, 
whispering ever was, and ever will be, perhaps, in spite 
of charity, one of the most delectable of all mental 
occupations, particularly as it relates to the private 
moments of those we know most intimately or those 
whom we care the most about 

" * Mr. Gainsborough is a very liberal man, is he not, 
Mr. Fischer ? ' observed a great personage, once painted 
in a lace cap, lappets, and hoop. 

" ' Yes, please your Majesty,' replied Fischer. 

** * Which is not entirely agreeable to his lady ? ' added 
the same Royal personage, with an inquiring smile. 

<< < Nod at all so, nod at all, may it blease you. Mine 
moder-in-law is twin sister of the old lady in Thread- 
needle Street.' 

*' Her Majesty smiled, which emboldened the 
humourist to subjoin, ' She shall not be gontent, not if 
mine fader-in-law pour into her lap the amoundt of the 
national tebdt.' 

" Gainsborough during this trip was as usual in tip- 
top spirits. Everything which presented itself on the 
road from our passing the gate at Hyde Park Comer, all 
the way right and left to Windsor, begat an anecdote, 
a pithy remark, or some humorous observation. We 
agreed to club expenses, and travelled in a glass coach, 
for which he had, however, unknown to us, previously 
paid, observing, when we remonstrated, ' Nay, it is but 
fair ; we were to have posted it, but Abel (who was very 
corpulent) would have taken more than his share of the 
chaise; the coach, mark you, is mine own affair.' On 
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this delightful journey I enjoyed his company three 
entire days. 

'^ It forms not the least part of the pleasure, in looking 
back to this trip, to remember walking with this original 
genius through the State apartments of the Castle. I 
shall never forget the rapture he appeared to feel on 
gazing from the window of Queen Anne's china closet 
upon the magnificent prospect which suddenly burst 
upon his sight ^ Claude/ said he, ' could find no study 
in Italy comparable with this. Look, Abel, what say 
you to this ? Mine ancient shepherd, the cattle grazing 
down there in the home park appear so many gems 
pinned on a cushion of green velvet ; it is verily part of 
Dame Nature's old-fashioned toilet' " 

There is one more anecdote which appears to com* 
plete the scanty knowledge we are ever likely to acquire 
of Mrs. Gainsborough. It was related by Fearce, the 
friend of the Gainsboroughs in Bath, who apparently 
had the information direct from the best of all sources, 
Mrs. Gainsborough herself. Mr. Fearce, long after the 
painter's death, told it to a friend, who contributed it to 
a discussion on the painter and his works which raged 
in Notes and Queries some thirty years ago. It records 
poor Margaret's last contact with Royalty, and seems to 
possess a pathetic as well as a ludicrous interest : — 

'' The Frince was a well-known patron of Gainsborough 
when living, and, after his death, he, the Frince, sought 
to set the tide of fashion towards purchasing the unsold 
pictures at Schomberg House, where Gainsborough died. 
For this purpose the Frince paid a visit of condolence to 
Mrs. Gainsborough, and gave two thousand guineas for 
two landscapes, which he presented to Nesbitfs near 
neighbour, Mrs. Fitzherbert. 

''To mark further his interest in and respect for 
the memory of Gainsborough, the Frince asked Mrs. 
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Gainsborough to call on him at Carlton House, but, 
unfortunately, Mrs. Gainsborough took this invitation as 
a compliment for herself; and if we g^ve due considera- 
tion to the graciousness of the Prince working on her 
idea that she was a Prince's daughter, and if not then 
beautiful she had been so, we can excuse the widow's 
misconception in spending about ;^iooo in dress and 
jewelleiy wherein to appear at Carlton House. 

" Upon her name being announced there, the Prince 
came to receive her with every respect, but observing 
that, instead of calling in becoming widow's attire, Mrs. 
Gainsborough was extravagantly dressed, he wheeled 
round without a word, to her great mortification, as she 
afterwards told the anecdote to Mr. Pearce, who men- 
tioned it to our informant" 

Whatever had been the differences between Gains- 
borough and the Academy, they were composed suf- 
ficiently to allow of the touchy painter availing himself 
of the exhibition of 1777, when he sent six portraits 
and a large landscape to Somerset House. There were 
whole-length portraits of the Duke and Duchess of 
Cumberland, of Abel the musician, and of Lord Gage; 
and anonymous portraits of " A Lady " and " Two Young 
Gentlemen." The landscape, wtdch is difficult to 
identify, was described by Walpole, and was fortunate 
enough to receive that gentleman's approbation. *' In 
the style of Rubens," he says, "and by far the finest 
landscape ever painted in England, and equal to the 
great masters." 

The portrait of the Duchess of Cumberland, now at 
Buckingham Palace, was one of the many presentations 
of that lady by Gainsborough, and esteemed, as Walpole 
tells us, a " favourable likeness." The Duke and Duchess 
appeared to be very partial to Gainsborough as a portrait 
painter, for together they sat as many as twelve times 
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to him. The Duchess, as we know, was a very prominent 
figure in the social life of that period. She came of the 
Luttrell family, who were well regarded by King George 
as henchmen of the Court, and it was her brother the 
Colonel who represented the Court interest against Wilkes 
in the dire struggle of the Middlesex election. It is 
possible, however, that the King's favour declined when 
he heard from Calais that his brother had married the 
lady in 177 1. 

According to Walpole, this lady was much in love 
with her first husband, Mr. Horton, whom she lost 
with their infant daughter within a fortnight There is 
an unusual touch of tenderness in Horace's mention of 
the poor lady's trouble, whom he describes as " covering 
her grief for the daughter in order to conceal the mis- 
fortune from the husband." For the rest, his description 
of the Duchess is a helpful commentary upon Gains- 
borough's fine canvas. ''She was rather pretty than 
handsome," he says, '' and had more the air of a woman 
of pleasure than a lady of quality, though she was well 
made, was graceful and unexceptionable in her conduct 
and behaviour. But there was something in her 
languishing eyes which she could animate to enchant- 
ment if she pleased, and her coquetry was so active and 
so varied, and yet so habitual, that it was difficult not 
to see through it, and yet as difficult to resist it. She 
danced divinely, and had a great deal of wit, but of the 
satiric kind ; and as she had haughtiness before her rise, 
no wonder she claimed all the observances due to her 
rank after she became Duchess of Cumberland." 

The portrait of Abel which Gainsborough sent to 
the Academy of 1777 is that now in the possession of 
Mr, Lockett Agnew, and was recognised at the time as 
a fine likeness. One can understand Gainsborough's 
interest in his friend and in music helping him in the 
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painting of the subject, with the result that we know, 
which has been described as the force of a sketch and 
the finish of a miniature. The jovial-looking musician 
looks up from the sheet of music paper, on which he is 
writing a composition at a table, with a large viol da 
gamba resting against his right knee, and with his 
Pomeranian under the table. This was one of the few 
pictures described in the catalogue with the name of the 
sitter, where it is mentioned as " Portrait of Mr. Abel." 

The eight portraits which Gainsborough sent to the 
exhibition of 1778 have all been identified. One of the 
most interesting of these is the whole-length of James 
Christie, the eminent auctioneer — a fine portrait, still in 
the possession of the family, and one of the many 
complimentary portraits given by the good-natured 
painter to his sitters. It shows the auctioneer leaning 
on a framed picture, in which is displayed, as Mr. Fulcher 
observes, " a fine touch of landscape." 

James Christie had been bred to the navy, but he 
resigned his commission to take up auctioneering, and 
held his first sale in 1766 at Dalton's Rooms in Pall 
Mall, rooms in which the exhibitions of the Incorporated 
Society of Artists were first held. Christie later moved 
next door to Gainsborough at Schomberg House, and 
was an intimate friend of the painter, as also of Reynolds . 
and Garrick. 

Christie soon became a very good judge of painting, 
and was an able man, well provided with the sort of 
eloquence necessary to his business. He left a family, 
all distinguished in their several walks of life ; his suc- 
cessor in the business, James, was a noted antiquary; 
and two other sons, a soldier and a sailor, lost their lives 
on active service for their country. A son by a second 
marriage, Samuel Christie, was an able mathematician. 

The most striking portrait of James Christie is the 
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etched profile by Dighton, showing him in the auctioneer's 
rostrum. An excellent medallion, modelled from this 
etching, was placed over the entrance of the great sale- 
room in Pall Mall a few years ago. 

Another of the portraits of 1778 was one of the 
three canvases of Georgiana Duchess of Devonshire, 
which Gainsborough painted. It seems uncertain which 
of these it was, and whether this particular pcture is 
still in existence. Walpole, who was at this moment in 
raptures over a presentment of the same great lady by 
Lady Diana Beauclerc, found Gainsborough's portrait 
''very bad and washy," though it is doubtful whether 
he went to the exhibition in a very impartial frame of 
mind, judging from his remarks on Lady Di's master- 
piece. " The likeness," says he, " is perfectly preserved, 
except that the painter has lent her own expression to 
the Duchess, which you will allow is very ^[reeable 
flattery. What should I go to the Royal Academy for? 
I shall see no such chef d'oeuvres there." 

There is a tradition, however, that Gainsborough 
himself was dissatisfied with the portrait, which he 
refused to send to Chatsworth. We do not know 
whether Allan Cunningham's explanation of the failure is 
altogether reliable, but it is interesting and characteristic 
of that biographer's methods of expansion. ''The 
dazzling beauty of the Duchess, and the sense she 
entertained of the charms of her looks and her conver- 
sation, took away that readiness of hand and hasty 
happiness of touch which belonged to him in his ordinary 
moments. The portrait was so little to his satisfaction 
that he refused to send it to Chatsworth." It is possible 
that this is the portrait which the painter, according to 
old Thicknesse, gave " a wipe with his background brush." 
It seems quite possible that Gainsborough took it back 
to his studio after the exhibition, with the hope of 
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improving it, and that the Duchess's impatience resulted 
in the tragedy recorded by Thicknesse. Other portraits 
of 1778 were those of Mr. and Mrs. Minet, one of Grace 
Dalrymple, of Clara Heywood, of De Loutherbourg the 
landscape painter, and the portrait of the aged Lord 
Chesterfield. 

Gainsborough sent yet another portrait of the Duchess 
of Cumberland to the exhibition of 1779, and one of the 
Duchess of Gloucester. Other portraits were the full- 
length of the Duke of Argyll, now at Inveraray, which 
is engraved in Graves's small series. It shows the Duke 
holding the baton of the Hereditary Stewardship of the 
Scotch Household in one hand, and resting the other 
upon a coronet. " Two Ladies," unidentified, a portrait 
of Judge Perrin, and a landscape which Walpole con- 
sidered ''most natural, bold and admirable," complete 
the list. 

The portraits of 1780 have all been identified, and 
with six landscapes, ** charming, very spirited, as admirable 
as the great masters," according to Mr. Walpole, make 
a list which speaks much of Gainsborough's active inter- 
est in his work in that year. The portraits were those 
of General Conway, Crosdale; the Rev. Mr. Gossett, 
the book collector ; Dr. William Steevens, the Duke of 
Cumberland's chaplain ; Madame le Brun, the vocalist ; 
John Henderson studying a part ( the portrait in the 
National Portrait Gallery); George Coyte, "alive," as 
Walpole says; Mrs. Beaufoy; and Bate Dudley, the 
editor of the Morning Post. 

This is an interesting list, and is eloquent of Gains- 
borough's close professional connection with many phases 
of the life of his time. Mrs. Beaufoy, whose portrait is 
one of Gainsborough's many superb presentations of the 
feminine beauty of his day, was the wife of an eminent 
vinegar maker of that name. Madame le Brun was 



250 THOMAS GAINSBOROUGH 

the singer Francesca Danzi, who had made her first 
appearance at the Opera in 1777, where her singing had 
attracted g^at attention, and in this year she had been 
promoted to the position of prima donna. Her portrait, 
once in the possession of the Duchess of Montrose, is 
a three-quarter length, and shows the lady seated in 
a chair, resting her face on her left arm. 

The "General Conway" of the catalogue is Field 
Marshal Conway, Horace Walpole's cousin and cor- 
respondent, the brave but not brilliant soldier, and 
honest but hesitating politician, who perhaps filled 
a greater place in the aflfairs of his day than his parts 
warranted. Walpole, who used his influence over 
Conway as a means of gratifying his own spite, makes 
him a great hero, but he was certainly not the phcenix 
that that interesting writer pretends. 

Conway, who politically was a shuttlecock of the 
abler politicians of the Whig party, was one of the 
victims of King George the Third, who dismissed him 
from all his places for voting against the Court in the 
Wilkes matter. It is to Walpole's credit that he offered 
Conway a fortune at this crisis, which Conway very 
honourably refused. It was said of him that he was a 
better soldier than general, and a better general than 
statesman; but he was an amiable and popular man, 
singularly handsome and well favoured, and possessed 
of a nice sense of honour in an age of corruption. 

The bust portrait by Gainsborough of that trucu- 
lent hero, the Rev. Mr. (later Sir Henry) Bate Dudley, 
hangs in the National Gallery, a canvas which is very 
typical of Gainsborough's simpler portraiture. Later, in 
1785-86, he painted at Bradwell a full-length portrait of 
Bate Dudley with a dog — a pair to that of his wife, a 
sister of Mrs. Hartley, the actress. One of Bate Dudley's 
enemies, of whom he had many, remarked of this por- 
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trait, ^The man wants execution, and the dog wants 
hanging." 

It is difficult to say anything new about Bate 
Dudley, the " Fighting Parson," friend of the Prince of 
Wales, dramatist, magistrate, newspaper editor, Canon of 
Ely, duellist, agriculturist, and bruiser. One of the best 
known incidents of his life was that known as the 
"Vauxhall Affray," where, resenting the insolence to 
his sister-in-law of the wild Lord Lyttleton, the ruffian 
Fitzgerald, and their companions, he chastised one of 
them on the spot, and afterwards pummelled a prize- 
fighter whom Fitzgerald had disguised as ''his friend 
Captain Miles " into a jelly at a tavern. Bate Dudle/s 
journalistic exercises in the Morning Post often brought 
him into trouble, but he died finally in his bed in the 
year 1824, and, the eccentricity of his life notwithstand- 
ing, appears to have been much respected. 

In 1 78 1 appeared George the Third in Regimentals, 
and the fine portrait of Queen Charlotte, which excited 
great interest. The inspiration which Gainsborough 
generally required in his subject to produce his best work 
was doubtless, in the case of the Queen, supplied by 
the glamour of her high station. It is certain that 
no painter ever did Her Majesty such justice. Some of 
the presentations by other men (Ramsay for example) 
are almost repulsive, while Gainsborough, in at least two 
of his canvases, treated the subject with a refinement 
as great as that with which he presented his most 
beautiful sitters. " I do believe," said a writer at the 
time, ''that Opie would have made a calfs head look 
sensible, as Gainsborough made our old Queen Charlotte 
look picturesque." This is no great compliment to Her 
Majesty, but flattering to the painter. Northcote, how- 
ever, who must have seen the Queen often, seems worth 
quoting about this fine portrait : — 
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^ His whole-length portrait of Queen Charlotte is 
equally fine : with what a graceful sweep she seems'j^to 
move through the picture! 'Tis actual motion, and 
done with such a light, airy facility, it delighted me when 
I saw it. The drapery was done in one night by 
Gainsborough and his nephew; they sat up all night, 
and painted it by lamp-light. This, in my opinion, con- 
stitutes the essence of genius, the making beautiful things 
from unlikely subjects/' 

Other pictures at the 1781 exhibition were the 
portrait of Bishop Hurd, now in the Royal collection, 
one of Gainsborough's Shepherds, and three landscapes, 
which seem to show that he had made some artistic 
expedition to the seacoast. Walpole describes two of 
these as *'so fine and natural that one steps back for 
fear of being splashed." 

Notable pictures of the exhibition of 1783 were the 
Colonel Tarleton ; Mile. Baccelli, the dancer ; the ** Girl 
and Pigs " ; and the famous pair of the young St L^^er 
and the Prince of Wales. There was a landscape and 
five other portraits unnamed, making a total of eleven 
canvases. 

Gainsborough's rivalry with Reynolds was perhaps at 
its height in this year, and is reflected in this list of 
portraits. It was noticed at the time that there was not 
only a competition in the choice of subjects, but even in 
the sitters themselves. Thus Reynolds sent to the same 
exhibition his superb portrait of Tarleton, so well known 
from the admirable engraving. Gainsborough, as if ac- 
cepting a challenge, painted the same gentleman with his 
horse, and sent it to the same exhibition. It is un- 
likely that Tarleton would have wanted two portraits of 
himself in the same year, and his sitting to Gainsborough 
was probably the result of an invitation from the painter. 
Gainsborough having exhibited the spirited full-length 
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of Mile. Baccelli dancing, Reynolds made haste to paint 
that lady, and in the following year produced that 
fascinating head of the dancer with the mask, which is 
one of the most attractive of his works of the kind. 

Besides the *' Girl and Figs/' which was acclaimed by 
many of his contemporaries as a masterpiece, perhaps 
the most notable of the painter's portraits in this 
exhibition were the pair of the Prince and Colonel St. 
Leger. These portraits were presented by each of the 
sitters to the other, which accounts for the presence of 
the St. Leger in the Royal collection. St. Leger came 
of an Irish family, afterwards ennobled as Lord Doneraile, 
was equerty to the Prince, and companion of His Royal 
Highness in the choicest of his revels. He was known 
as Handsome Jack, a title certainly justified by Gains- 
borough's presentation of his comely person, which is 
that of a typical blood of the period. St Leger's 
name often appears in the social annals of those times 
as the bosom friend of the Prince. *' The Prince and the 
young men ride in the Hyde Park of a morning like 
madmen," says George Selwyn in 1781. "Young St. 
Leger and a gentleman whose name I know not, rode 
against one another to-day with such violence that one 
of them is thought to be mortally wounded. St. Leger 
is the least hurt" St Leger, owing, no doubt, to his 
favour in high places, was Colonel of the Guards at the 
age of twenty-six, and rose gradually in the service to be 
Commander of the Forces in Ceylon, where he died in 
the last year of the century. He is credited with the 
doubtful honour of being the founder of the Hell Fire 
Club, and the peasants on the Irish estates of liis family 
are still said to meet his spirit "drawn in a phantom 
coach by headless horses driven by a headless coachman, 
and attended by headless footmen." 

Both of these pictures were well engraved — St Leger. 
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by young Dupont in one of his best plates, and the 
Prince by J. R. Smith. This last plate presents one of 
the humorous curiosities of engravmg. As His Royal 
Highness grew older, the head was erased and re-engraved, 
and the youthful and comely face of the 'eighties was 
replaced by the rubicund features of later days in the 
nutty-brown wig from Truefit's, which the Regent affected 
in the early years of the nineteenth century. The slim 
figure, however, was left unaltered. 

Other portraits of this year were a Mr. Fane, Sir 
Charles Gould, and Mr. Merlin. 

Mr. Fane we have been unable to trace ; Sir Charles 
Gould was a well-known lawyer and placeman of the 
times, and a favourite of King George, and in the stormy 
times following 1771, Gould as Judge Advocate General 
was fortunate enough to win the " favour and esteem " 
of that monarch " in no ordinary degree." He later 
assumed the names of Morgan, and the family was 
ennobled in the person of his grandson, who became the 
first Lord Tredegar. Gainsborough's portrait of Sir 
Charles is in the possession of the Equitable Assurance 
Society, by whom he was *' requested to sit for his picture 
by Mr. Gainsborough in 1782." 

"Mr. Merlin" we imagine to have been one of 
Gainsborough's many musical friends. In the picture 
of Fischer, his son-in-law, Gainsborough has inscribed the 
piano with the words, " Merlin, Londini fecit." Dr. Busby 
has recorded that Merlin was a man of some mechanical 
ability, and he seems to have been well ahead of his time 
when he invented the roller skate. He appeared on 
those ingenious contrivances at one of the masquerades 
at Carlisle House, where, deceived by the perfection of 
the lighting of the ballroom, he ran full tilt into one of 
Madame Cornelis's wall mirrors, which he had the mis- 
fortune to smash, pulverising a violin he was carrying. 
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and seriously wounding himself. In later years he set 
up a museum of musical curiosities in Princes Street, 
Hanover Square, which was well known among the minor 
amusements of the town as Merlin's Cave. 

The artistic annals of 1782 are enlivened by the 
appearance among the critics of the exhibition of the 
redoubtable Wolcot, the ingenious "Peter Pindar." 
Wolcot was in London upon that strange enterprise of 
the partnership with James Oppy, or, as he preferred to 
call himself, Opie, the Cornish painter whom Wolcot had 
discovered in the west country, and had persuaded to 
come to town. The arrangement was that Opie should 
paint and Wolcot write, and the pair share the proceeds 
of their joint efforts. Opie, however, soon discovered that 
he had made a bad bargain, and the partnership came to 
an end. 

Wolcot was himself an amateur of painting, and 
really a competent critic, who was a couple of generations 
ahead of contemporary connoisseurs in his ideas of art. 
He was one of the first to discover the great merits of 
Wilson's landscape, was an intelligent and appreciative 
critic of Gainsborough and Reynolds, and a terror to the 
pretensions, then almost universally accepted, of men like 
West or de Loutherbourg. His happy idea of a versical 
commentary on the pictures added much to the interest 
of the exhibitions of 1782, 1783, 1785, and 1786. 

Wolcot was very severe in his remarks upon de 
Loutherbourg. That artist was a Belgian, who had begun 
his career in England by scene painting, and had been 
employed by Garrick in that art at Drury Lane. After- 
wards he became a regular exhibitor at the Academy, and 
his pictures of mountain landscape had a certain vogue, 
and were bought by connoisseurs who were blind to the 
merits of Wilson and Gainsborough in the same branch 
of painting. Wolcot's verses upon the landscape painters 
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are so prophetic of the later verdict upon the works 
which he noticed, that they seem worth setting out at 
length. 

Of Gainsborough's landscape he wrote : 

"Yet Gainsborough has merit too, 
Would he his channing forte pursue, 

To mind his landscape have the modest grace. < 

Yet there are sometimes nature's tints despised, 
I wish them more attended to and prized. 

Instead of trumpery that usurps their place ; " 

lines which perhaps could be justified by hostile critics of 
Gainsborough's landscape, which, after his early Suffolk 
period, is not remarkable for accuracy of natural detail. 
But Wolcot's ranking of Wilson and de Loutherbourg, 
though absolutely at defiance with the taste of his time, 
is more convincing to modem criticism : 



« 



And Loutherbourg, when Heaven so wills 

To make brass skies and golden hills, 
With marble bullocks in glass pastures grazing, 

Thy reputation too will rise, 

And people, gaping with surprise, 
Cry 'Master Loutherbourg is most amazing.' 

But thou must wait for that event ; 

Perhaps the change is never meant ; 
Till then with me thy pencU will not shine; 

Till then old red-nosed Wilson's art 

Will hold its empire o'er my heart. 
By Britain left in poverty to pine. 

But honest Wilson, never mind, 

Immortal praises thou shalt find. 
And for a dinner have no cause to fear. 

Thou start'st at my prophetic rh3rmes ; 

Don't be impatient for those times. 
Wait till thou hast been dead a hundred year." 

Wilson, at the time these verses appeared, was dying 
at Llanberis, where he had succeeded to a small property 
from his brother ; and it is pleasant to think that his last 
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f years at least were passed in comfort, and without those 

xireadful privations which attended his long struggle with 
poverty and the indifference of patrons in London. The 
exhibition of his works among the old masters at the 
Academy in 1902—3, and the general appreciation of his 
art which has at last arrived, is an eloquent commentary 
• on Wolcot's prophecy. 

Few either will quarrel with his estimate of de 
Loutherbourg, whose works now are rarely seen. It is 
claimed, however, for that painter, and apparently with 
some justice, that he was among the first to point out the 
fallacy of the opinion, then prevalent among amateurs of 
painting, that picturesque scenery worthy of the atten- 
tion of landscape painters did not exist within the bor- 
ders of the British Islands. It seems altogether to de 
Loutherbourg's credit that he set himself to combat that 
idea. He himself was familiar with the scenery of the 
Pyrenees, but he maintained that no English landscape 
painter need go abroad to seek inspiration, and that 
the Lake district of Cumberland, the rugged scenery of 
North Wales, and the mountainous grandeur of part^ 
of Scotland, furnished inexhaustible subjects for native 
painters. 

In pursuance of this plan, de Loutherbourg in 1782 
opened an exhibition of moving pictures of English 
scenery, and in so doing perhaps provided the public 
with the first of those exhibitions which have since been 
so popular under the name of panoramas. This entertain- 
ment appears to have fascinated Gainsborough. " His 
sympathies," says Fulcher, " were so completely enlisted, 
that for a time he talked of nothing else, and passed his 
evenings at the exhibitions in long succession. He was 
indeed an enthusiastic encourager of every scheme for 
the improvement of his art, and himself loved to 
experimentalise." 

17 
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The last exhibition of the Academy to which Gains- 
borough contributed was that of 1783, when he sent 
twenty-six canvases, twenty-three portraits, a landscape, a 
sea piece, and the subject picture of the " Boys and Fighting 
Dogs." The portraits included the set of ovals of the Royal 
Family, still in the Royal collection to which we have 
already referred — the " nest of Royal heads," as Wolcot 
called them. These heads contain some of his finest work, 
and others which are not so attractive. Among these last 
must be reckoned the head of the King himself. It is 
impossible to escape the conviction that Grainsborough's 
enthusiasm was little awakened by King George's 
features, and that, if he had been of less exalted station, 
the picture would have ended with '' a wipe of the back- 
ground brush." The Prince of Wales, on the other hand, 
is one of the finest of his Royal portraits, and preserves 
much of the charm which that personage undoubtedly 
possessed in his youth. The portrait of the Princess 
Elizabeth at the age of thirteen is also a typically 
charming specimen of the painter^s minor portraiture in 
his later manner. 

Among the other portraits was that wonderfully fine 
portrait of Sir Harbord Harbord, the first Lord Suflidd, 
the property of the Corporation of Norwich-r-the result of 
a commission from the gentleman's supporters in that city, 
for which he sat in the House of Commons, "* in testimony 
of their gratitude for his uninfluenced conduct in Par- 
liament" In design this fine picture is very reminiscent 
of the Garrick at Stratford-on-Avon. Sir Harbord leans 
on a pedestal supporting a vase, and the picture is an 
example of the successful treatment of bright colours like 
the green and red of coat and waistcoat, in which Gains- 
borough excelled. Much of the charm of the painting, 
with the easy pose of the subject, is preserved in the 
admirable engraving by J. R. Smith. 
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Of the Mrs. Sheridan which appeared in 1783 we 
have already spoken. The Duchess of Devonshire of 
the same exhibition was that in the possession of Earl 
Spencer, showing the lady at full-length dressed in white, 
elbow on the base of a column, and with the legs crossed, 
and in a landscape background. 

This lady, whom Gainsborough had first painted as a 
child of six, was at this moment perhaps the most notable 
woman in England. Her great beauty and fascinating 
manners made this most beautiful of the Spencers the 
admiration of all who came in contact with her. This 
portrait was painted on the eve of that famous political 
contest of 1784 at Westminster, when the Duchess and 
her sister Lady Duncannon canvassed the city on behalf 
of Mr. Charles Fox, and routed the opposing forces of the 
Duchess of Gordon and Lady Buckinghamshire. It was 
in that historical contest that the Duchess, as tradition 
asserts, sold her kisses to the burgesses for their votes ; 
certainly she used her great beauty and charm to influence 
the voters in favour of Mr. Fox, with the success that we 
know. She herself, it was said, was much pleased at the 
remark of an Irish chairman, ''Sure, I could light me 
pipe at her eyes." 

Walpole, to be sure, characteristically declares " the 
Duchess of Devonshire, the empress of creation, is no 
beauty at all She was a very fine woman, with all the 
freshness of youth and health, but verges fast to a coarse- 
ness." We prefer to believe the hundreds of representa- 
tions of this great lady in which her beauty is preserved. 
In devoting herself to a public contest of this kind, the 
Duchess laid herself open to much scandalous abuse and 
coarse and scurrilous satire, but her charm of manner and 
sweetness of disposition still pervade the annals of her 
time. It was upon hearing of the death of this lady that 
George the Fourth, then Prince of Wales, remarked, " Then 
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we have lost the best bred woman in England," and 
Charles Fox replied, ''Then we have lost the kindest 
heart in England." 

The very curious history of one of Gainsborough's 
portraits of this lady, which has reached a definite stage 
within the last year or two, perhaps claims mention here. 
At the Wjmn Ellis sale on the 6th June 1 876 at Christie's 
appeared a portrait of the Duchess of Devonshire, which 
was the occasion of the following remarks in one of the 
accounts of the sale : — 

" The last of the Gainsborough collection excited 
great interest. It was the celebrated picture of the 
Duchess of Devonshire, in a white dress and blue sDk 
ribbons and a laige black hat and feathers. Mr. 
Wood, the auctioneer, said the picture was exhibited 
at the Royal Academy in 1783. It came into the 
possession of Mr. Ellis through Mr. Bentley of Sloane 
Street, who bought it privately from Mr. M'Ginnis. The 
auctioneer added that this was the finest portrait he had 
ever seen in that room, and it would have afforded him 
great gratification to have known that it was to be 
added to the National Collection. There was a little 
burst of applause at the beauty of the work when it was 
placed upon the easel, and without a moment's hesitation 
3000 guineas were bid for it. Almost as quickly as the 
auctioneer could call them came offers of 4000, 5000, 
6000, 8000, 9000, and 10,000 guineas. Then, after 
a slight pause, 10,100 guineas was called. Mr. Wood 
said that this was the highest offer ever made for any 
picture in that room, and he was very proud to receive it, 
especially as it was made for the greatest work of one 
of our own English school. He only hoped the work 
would be engraved. Mr. Wood knocked down the 
picture for 10,100 guineas to Mr. Agnew." 

Mr. Wood's high opinion of the merits of this picture 
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was not shared by all who had the opportunity of seeing 
it, and it was well understood at the time that other 
elements than the intrinsic merits of the canvas went to 
swell the price it brought. Th&,t figure was, partly at 
least, the result of a contest between eminent representa- 
tives of the professional and private collectors of works 
of art The picture, while in the possession of Mr. Ellis, 
had been drawn in monochrome with a view to its being 
engraved, and when it was taken out of the frame for 
that purpose and examined closely, those competent to 
judge were of opinion that, although undoubtedly begun 
by Gainsborough, it had been finished by anotiier and 
much heavier hand, and the typical silvery colour of the 
master was found to be much obscured by an over- 
painting of a bituminous quality very reminiscent of Sir 
Thomas Lawrence. This opinion was confirmed by the 
further discovery that the canvas had been remounted 
upon a smaller stretcher than that upon which it had 
been begun, at some time afler it left Gainsborough's 
studio. In the process of re-stretching a margin of 
some inches had been nailed round the back of the new 
stretcher, and this margin alone displayed the cool and 
silvery tints of Gainsborough's later manner, a quality 
which was in complete contrast to the front of the 
painting. 

Three weeks after the portrait had been knocked 
down to Messrs. Ag^ew, and a few days after it had been 
exhibited at their gallery in Bond Street, then known as 
the New British Institution, London was startled by the 
news that the picture had been cut from its frame during 
the night and stolen. " The large printed placards in 
the windows inviting attention to the picture," says the 
Times^ " were soon surrounded by little crowds, who read 
with no small astonishment the written notice that 
during the night some malicious person had cut tiie 
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picture from the frame and stolen it" The theft was 
evidently the work of an expert The picture on its 
stretcher had been removed from the gilt frame on the 
wall by the simple expedient of bending back the nails, 
and the stretcher itself, bearing nothing but a clean 
strip of canvas upon which the portrait had been 
remounted, was left leaning against a sofa opposite the 
now empty frame. One very curious incident of the 
theft, not mentioned by the Times, was that the thief, who 
was obviously well acquainted with the processes of 
removing pictures from their frames, had come provided 
with all the necessary appliances, with the exception of 
a paste brush which is used for pasting thin paper over 
the face of a painting to prevent the cracking of the 
colour when it is rolled up face outward. This implement 
he had improvised by cutting out a foot length of the 
heavy purple cord which protected the picture from the 
spectators, and by unravelling the end to make a paste 
brush. 

The clever thief succeeded in getting away with his 
booty and in eluding all pursuit Messrs. Agnew at once 
offered a reward of ;^iooo for his detection and the re- 
covery of the painting, but in vain. There were circum- 
stances surrounding this robbery which make the success 
of the thief the more astonishing. The room itself, for 
instance, was only ten feet square, and had a single 
window looking upon Bond Street. This was found 
open, and it was conjectured that the thief must have 
concealed himself about the premises during the day, and, 
after having cut the picture from the stretcher, have 
lowered it to a confederate, and afterwards made his 
escape through the window. 

His motive, too, was obscure, as the canvas was so 
well known and so famous as to be quite unsaleable. 
Some of us remember the hue and cry which arose 
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immediately upon the discovery of the theft. Photo- 
graphs of the drawing made for the engraver were in 
every shop window within a week^ the Duchess's effigy 
was upon every article of commerce, and the damsels of 
England proceeded to array themselves in different items 
of her costume — ^notably in the enormous hat, which was 
a striking feature of Gainsborough's design. The interest 
in the matter, however, gradually wore itself out, and was 
forgotten. 

There was a mild revival of this interest among a 
new generation, when, in April of 190 1, it was announced 
that a representative of the same great firm of art dealers 
had discovered the missing picture in the United States, 
and was returning with it to England. No authentic 
details of the recovery have appeared ; the name of the 
thief, or terms upon which he restored the picture to its 
rightful owners, are unknown; but the picture duly 
appeared in London, only temporarily, for it is understood 
to have passed into the possession of an American 
millionaire for a very comfortable sum. All parties are 
thus to be congratulated — Messrs. Agnew upon the re- 
covery of their property, the millionaire upon its acqui- 
sition at a figure suited to his financial dignity, and the 
art world of this country on having seen the last of a 
degraded work of one of her chief painters. 

The reappearance of the canvas in England revived 
a rather unprofitable discussion as to the personality of 
the lady it represented. There were two claimants for 
this honour, each with a band of ardent partisans in the 
daily press and the magazines — Georgiana Duchess of 
Devonshire, and her successor Elizabeth, a lady well 
known during Gainsborough's time and long after as 
Lady Elizabeth Foster. Gainsborough left several 
studies for the arrangement of the picture, but only one 
of the face — a grisaille belonging to Lord Clifden. But 
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those who are familiar with the pictorial records of the 
time can have little doubt that the portrait represented 
the first of the ladies. Many persons thought other- 
wise, it is true, but a communication from the present 
representatives of the great Cavendish family which 
appeared in Notes and Queries ought to settle the matter 
beyond doubt Mr. Vere Foster, a descendant of Lady 
Elizabeth, wrote to that journal quoting a letter from 
Mr. S. Arthur Strong, the librarian at Chatsworth, which 
said, ^'The hat picture which was stolen undoubtedly 
represents Georgiana," and giving at length a letter from 
Messrs. Agnew to the same effect 

The Lord Sandwich^ now at Greenwich Hospital, is 
not one of the most attractive of the painter's male 
portraits, though its subject was one of the most 
interesting figures of his time, whose name had been 
before the public in a score of surprising incidents. He 
had incurred much odium by turning against his boon 
companion Wilkes, his associate in the infamous club at 
Medmenham, and by supplying to the authorities a copy 
of the Essay on Woman (till then only j>rivately circu- 
lated among that hero's friends), upon which he was 
indicted. Lord Sandwich had earned the sobriquet of 
Jemmy Twitcher as a reward. When the mob attacked 
the Admiralty after the acquittal of Admiral Keppel, 
Lord Sandwich fled from the building with his mistress, 
and betrayed " most manifest panic," as the careful Wal- 
pole records. A year or two later, that hapless young 
woman, Miss Henrietta Rae, whom he had lived with 
for many years and installed at Hinchinbrooke, was shot 
dead coming from the opera by Parson Hackman, and 
the whole town rang with the pity of her history and 
the scandal of her relations with the Earl. 

The Lord Comwallis of this exhibition was the head, 
now in the National Portrait Gallery, of the able soldier, 
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who, unlike many of his comrades in the disastrous war 
with the Colonies, retrieved the disasters of that cam- 
paign by his subsequent career in India. 

The landscape and sea piece have not been 
identified. The " Fighting Dogs " is not one of the most 
attractive of Gainsborough's subject pictures. One youth 
of rather mild aspect is restrained from parting the dogs 
by his companion — an incident which introduces an 
air of sentimentality into the subject, which destroys 
its truth. The upper dog, too, is very reminiscent of 
Snyders, and Wolcot hinted broadly that the artist appro- 
priated the whole animal from that painter, four of whose 
pictures were in his possession. 



CHAPTER IX 
LONDON: LAST YEARS— 1 784-1 788 

IT was in 1784 that Gainsborough arrived at his final 
misunderstanding with the Royal Academy, and 
withdrew in dudgeon from all connection with that body. 
There are several accounts of the circumstances in which 
the rupture took place — ^that of Mr. Leslie, who, in his 
life of Reynolds as an Academician, is perhaps uncon- 
sciously a little biassed against Gainsborough; that of 
Sir Walter Armstrong, who is certainly the painter's best 
apologist; and a joint account by Mr. Hodgson, R.A., 
and Mr. Eaton, the Librarian and Secretary of the Royal 
Academy, who wrote to the Art Journal of 1899 an 
article in which the correspondence between the parties 
is set out at length — a paper which is of great value, and 
must be accepted as an authoritative and final settlement 
of the matter. By the courtesy of the Council of the 
Academy, the present writer has had the privilege of 
seeing the original documents, and he has the further 
advantage of Mr. Eaton's permission to make full use of 
the article in the Art Journal. 

After a consideration of this material, and with the 
best will in the world, it is impossible to absolve Gains- 
borough from the chief blame in the matter. Some 
little lack of pliancy on the part of the Council there may 
have been, together with a disinclination to humour the 
caprices of a petulant man, whose weaknesses they well 
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knew. This is certainly all that can be urged against 
that body. On the other hand, Gainsborough was dis- 
tinctly the aggressor ; and if he received little more than 
strict justice at the hands of the Council, it was all, in 
view of his previous attitude towards them, that he had 
a right to expect. 

It is not generally known that the trouble hegain in 
the previous year, 1783, when Gainsborough sent the 
generous contribution of twenty -six canvases to the 
exhibition. Included among these were the fifteen heads 
of the Royal Family, which we noticed in the last 
chapter. Gainsborough wished these to be hung with 
the frames touching, in three lines of five each, and wrote 
to his friend Newton a letter, with a sketch in which he 
showed the exact order in which he wished the heads to 
appear: — 

" Dear Newton, — I would beg to have them hung 
with the frames touching, in three lines of five each in 
this order ; the names are written behind each picture. 

« God bless you. Hang my dogs and my landskips 
in the Great Room. The sea piece you may fill the small 
room with. — Yours sincerely, in haste, 

"T. Gainsborough." 

The Royal portraits thus arranged made one big 
panel, and there may have been some hesitation on the 
part of the hanging committee to devote a space of such 
dimensions in one room to the work of a single painter, 
or to adopt, for that matter, Gainsborough's directions 
for doing their own work conveyed in this debonair 
fashion through Newton. Some intimation to that eflfect 
no doubt reached Gainsborough, probably as a verbal 
communication by Newton, for there is no record of any 
official reply by the Committee or Council. In any case, 
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Gainsborough made no secret of his own feelings towards 
the Committee when he wrote to them the following 
extraordinary note : — 

** Mr. Gainsborough presents his Compliments to the 
gentlemen appointed to hang the Pictures at the Royal 
Academy, and begs leave to Ainf to them, that if the 
Royal Family, which he has sent for this Exhibition 
{being smaller than three-quarters) are hung above tbe 
line along with full-lengths, he never more, whilst he 
breathes, will send another Picture to the Exhibition. 

" This he swears by God. 

** Saturday Morning.*^ 

There is no record of any reply to this note, nor is 
it mentioned in the minutes of the Council, but, as the 
pictures undoubtedly appeared in the exhibition of 1783, 
it is clear that the Committee humoured the painter's 
ill temper and ignored the unmannerly terms in which 
he expressed himselC 

In the following year, 1784, Gainsborough prepared 
eight canvases for the exhibition. These were the Baillie 
Family (now at the National Gallery), the Tomkinson 
Boys, Lord Hood, Lord Rodney, Lord Rawdon, Lord 
Buckingham, Lady Buckingham, and the ^' Eldest Prin- 
cesses " (that is the group of the Princess Royal and the 
Princesses Augusta and Elizabeth, the mutilated remnant 
of which we have already mentioned as still in the Royal 
collection). 

The painter wrote a note accompanied by a sketch 
which named these pictures, and sent the frames of all 
of them for the assistance of the Committee, with the 
exception of the '* Eldest Princesses." This, as his note 
informed the Committee, could only come later with the 
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canvas, as '* their Majesties are to have a private view 
before it is sent to the Academy." 

Here, again, some communication must have reached 
Gainsborough which is not recorded in the correspond- 
ence or minute-books of the Academy. We have no 
means, therefore, of knowing its nature with certainty, 
but it is evident that it related to the position they 
proposed to assign to the group of the Eldest Princesses. 
At any rate, the painter wrote to the Committee a letter 
which, though couched in more civil terms than the 
comminatory one of the previous year already set out, 
left no doubt as to his feelings towards the body. In 
this he 

"Begs pardon for giving them so much trouble, 
but he has painted the picture of the Princesses in so 
tender a light, that, notwithstanding he approves very 
much of the established rule for strong effects, he cannot 
possibly consent to have it placed higher than eight and 
a half feet, because the likeness and the work of the 
picture will not be seen any higher ; at a word, he will 
not trouble the gentlemen against their inclination^ but 
will beg the rest of his pictures back." 

The pictures were returned accordingly, and Gains- 
borough never exhibited again, though there were some 
signs of reconciliation in the last year of his life, when, 
under the date of September 13th, 1787, the Council 
minutes record that 

" Mr. Garvey reported that Mr. Gainsborough had 
promised to paint a picture for the Chimney in the 
Council Room, in place of that formerly proposed to be 
painted by Mr. Cipriani." 

The painter's illness and death, however, prevented 
the accomplishment of the work. 
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We have examined the real facts connected with 
Gainsborough's misunderstanding with the Royal 
Academy, and it does not seem that they exhibit his 
temper in a very amiable light, or that much blame rests 
upon the Academy for their part in the dispute. It 
was really a very silly dispute, which a little concession 
upon eitlier side might have prevented. Sir Walter 
Armstrong is of opinion that the facts have been 
" deliberately perverted/' to the prejudice of the painter. 
The present writer can find no evidence of deliberate 
perversion by any one, but it is certain that the facts 
have been misunderstood, and by no one so woefully as 
by Sir Walter himself. 

At the outset he confuses the exhibition of 1783 
with that of 1784, and states, indeed, that the Baillie 
Family, the Eldest Princesses, and the rest of the eight 
canvases we have mentioned, were submitted to the 
Committee in the former year. This would have 
brought Gainsborough's contribution to that exhibition 
to thirty-four canvases. It is notorious that they were 
sent in in 1784, and were returned without being ex- 
hibited, in the circumstances stated above. 

But Sir Walter commits his worst blunder when 
he makes Gainsborough's letter of 1783 (the "This he 
swears by God " letter) relate to the Eldest Princesses — a 
canvas painted and sent to the Academy a year later. 
That letter obviously refers to the fifteen heads of the 
Royal Family exhibited in 1783. Gainsborough himself 
uses the plural number : " If the Royal Family which he 
has sent for this exhibition, being smaller than three- 
quarters, are hung above the line," are his exact words. 

Under this misapprehension Sir Walter creates a 
grievance for the painter, that his picture of the 
Princesses was denied a low place near the line, to which 
it was entitled as being less than a full-length. He 
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argues that the major-domo at Buckingham Palace 
could scarcely have cut awsy near a half of the picture, 
which he must have done had it been a true full-length. 
But Sir Walter ignores Gainsborough's letter of 1784 
altogether, though it clearly relates to the Princesses and 
was published by Leslie nearly half a century ago ; and 
he fails to notice that Gainsborough's grievance, as stated 
in that letter, was that the " tender light " in which it had 
been painted, and the '' likeness and work " of the subject, 
entitled it to a lower place than the usual full-length 
line to which it was assigned by the Committee. There 
is no complaint at all that the picture had been unjustly 
treated on account of its size. 

Gainsborough's letter, indeed, raises a strong pre- 
sumption that the mutilated picture was originally a full- 
length : " He approved very much of the established rule 
for strong effects," he says; that is, that whole-length 
portraits should go high on the wall, but objects to his 
own going there on account of its special qualities of 
"tender light," "likeness and work." The presumption 
is much strengthened by the fact that the replica at 
South Kensington shows the figures of the Princesses at 
full-length, and that Duponfs engraving in mezzotinto 
also exhibits the Royal ladies on the same scale. 

Upon a review of all the facts, then, there seems 
little excuse for Gainsborough's attitude and the 
petulance of his communications to the Committee. It 
is certain that they were accustomed to some friction in 
their relations with the painter before 1783, and that 
the hectoring and domineering tone he adopted on that 
occasion was no new thing. His assumption, too, that 
he was conferring some great obligation on a body 
with whom he had never acted except to partake of the 
benefits of their exhibitions, was not a soothing element 
to introduce into the correspondence, and it is quite 
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possible that the Council were glad of an opportunity 
to bring their relations to an end Northcote, in his 
recently published Conversations with James Ward^ has 
a passage bearing on those relations, which we may 
perhaps quote in order to bring together all of what is 
known in the matter : — 

*^How did Gsunsborough act in r^^d to the 
Academy ? " asked Ward 

''He never came near it, he was too proud and 
satirical ; he was not a person to be managed by such 
a set I believe the only time he attended was to try 
to get Garvey admitted — an unworthy errand, certainly. 
He once sent some portraits to the exhibition, but would 
not submit to the regulation of hanging all portraits of 
a certain size above a certain height, or what we call 
above the line. He directed that his portraits should be 
hung exactly so many feet from the ground; but the 
Academy would not break through their regulations, so 
he cursed them all and sent for his pictures home again, 
declaring that they should never see another of his 
there:" 

This unfortunate difference with the Royal Academy 
again complicates the task of assigning particular dates 
to the work of his later years. But the painter had now 
arrived at the very height of his powers, and there is 
little difficulty at pointing to a group of superb canvases 
which represent him at his best 

Very notable among these is that wonderfully fine 
specimen of Gainsborough's genre, "The Mall," in the 
possession of Sir Audley Neeld This represents, as few 
painters of any time or country could have rendered it, 
a characteristic phase of the social life of his day — the 
promenade of fashion in the Mall, the famous roadway 
which is just now losing its venerable identity in the new 
scheme for the Memorial to Queen Victoria 
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The Mall, from the days of the Stuarts until the 
closing years of the eighteenth century, was the field 
upon which fashion, and feminine fashion especially, 
chose to disport itself. Twice a day social London 
donned its best apparel and took a turn under the trees, 
once at midday, and again, in summer, in its evening 
clothes after the early dinner. Here fashion met its 
friends, exchanged its repartees, made appointments for 
evening rendezvous at Ranelagh or Vauxhall, ate fruit 
or bought flowers from Betty's girl out of St. James's 
Street, or drank syllabubs from the red cows' milk, which 
was one of the attractions of the London parks. No- 
thing in the external aspect of London more struck the 
intelligent foreigner than the amenities of the promenade 
in the Mall. One of these gentlemen concluded an 
eloquent paean on the beauty of the lady promenaders, 
by recording with rapture that of a morning the very 
ground glistened with the pins which they had dropped. 
The Mall indeed was the very shrine of flounce and fur- 
below until somewhere about 1795, when fashion un- 
accountably moved northward to the walk in the Green 
Park at the back of Arlington Street, and from there 
later to Hyde Park and Kensington Gardens. 

The very spirit of this life is preserved in Gains- 
borough's picture, one of the few canvases in which he 
represents figures in motion; singular also among his 
work, in that it contains a score or so of figures. There 
is a central group of four ladies with an attendant 
cavalier advancing towards the spectator, a pair on the 
right, two pairs on the left passing each other, others 
again seated on the right The accidental episodic 
quality of such a subject is perfectly conveyed — ^the 
transient glance of a passing woman, the turn of the neck 
appropriate to that attitude, the ground dotted with an 
occasional dog. Technically it represents Gainsborough 
18 
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at his highest, where the solemn tones of his earlier 
manner have disappeared, and the very painting itself 
seems to echo his delight in the mastery of heightened 
luminous colour. The picture was among those left 
by the painter at his death, and in the middle of last 
century, after changing hands once or twice, it came into 
the possession of the family of its present owner. 

In the Mrs. Siddons of the National Gallery, painted 
in 1784, when that lady was twenty-nine, Gainsborough 
painted one of the most interesting figures of his day in 
his finest manner. Here, if there be any truth in the 
tradition of his contest with Reynolds about the merits 
of cool colour in masses, which we doubt, is his reply 
to that painter's dictum in the Discourse. The great 
actress appears in little else than various shades of blue. 
The technique of Gainsborough's artistic' maturity ap- 
pears to the best advantage in this fine picture, and few of 
his canvases display more completely the light ease of 
his handling, the realisation of his subject without sign 
of labour, and his superb sense of restrained colour. 
Obviously also it is one of his most successful portraits, 
considered as a portrait merely. Mrs. Jameson has this 
note upon the subject : " Two years before the death of 
Mrs. Siddons, I remember seeing her when seated near 
this picture, and, looking from one to the other, it was 
like her still at the age of seventy." 

A famous group of his late period is that canvas of 
Squire Hallett and his young wife promenading in a 
landscape with a dog, now in the possession of Lord 
Rothschild, which some critics acclaim as the painter's 
masterpiece — one, indeed, as the finest picture painted 
during the eighteenth century. Enthusiastic praise of 
that character is difficult to bestow in a just proportion, 
and one can remember so much without any attempt to 
belittle a fine performance. Squire Hallett, who was a 
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well-known light of the turf in his day, in a dark coat 
and white stockings, takes the air with his lady in the 
picturesque costume of that time — grey dress, yellow 
ribbons and lai^e hat — in one of those wonderful land- 
scapes with which Gainsborough's unerring taste environed 
his figures. The landscape contains a church, and 
Fulcher states a tradition that the picture was painted 
upon the wedding of the young pair, and represents their 
promenade on the first day of their wedded lives. 

The full-length portrait of Dr. Schomberg in the 
National Gallery is another very important specimen of 
Gainsborough's later manner. Here, on the face of it, is 
an unpromising subject for a man of Gainsborough's 
temperament — a pursy-looking little man standing in 
faded pink coat and with hat and cane in hand in the 
open air, and yet the subject is transformed by the 
painter^s genius into a perfect portrait picture. Schom- 
berg was a descendant of the Duke killed at the Boyne, 
who gave his name to Gainsborough's house in Pall Mall. 
He stands looking at the spectator by the side of a tor- 
rent in a landscape, reduced almost to its elements by 
Gainsborough's method, which became the very short- 
hand of landscape art, and yet is entirely satisfying as 
an auxiliary to the chief interest of the piece. 

In the same collection, rich indeed in the best of 
Gainsborough's art, is the small painting of young Vestris, 
an alert young fellow of two or three and twenty, the son 
of that great spirit, the " God of the Dance," who held 
that there were but three great men in Europe in his 
day — the King of Prussia, Voltaire, and himself. The age 
of the subject, with the bloom of youth on his cheeks, not 
less than the treatment, places this beautiful little portrait 
among the works of Gainsborough's last years. 

The Lady Mulgrave, that famous oval which brought 
j^ 1 0,5 00 by auction at Christie's a few years since, is 
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another of Gainsborough's finest works, painted quite at 
the end of his career. This is one of those inspired 
presentations of feminine beauty which at times tempt 
one to claim a place for the artist as a painter of women, 
beyond and apart from all other men who ever took a 
woman for their subject. The picture must have been 
painted in the last year of Gainsborough's life, and 
is a triumphant proof that his hand and eye and artistic 
understanding were at their highest efficiency to the end 
This lady was a daughter of a Mr. Cholmley of Whitby, 
and married Constantine Phipps, the second Lord Mul- 
grave, in June of 1787. She was but eighteen at the 
time, and died untimely in the following year. The 
picture has unhappily gone to America, but its haunting 
beauty is familiar to rich and poor alike from a thousand 
adequate reproductions. It is one of Gainsborough's 
most joyous works, and altogether without that tinge 
of melancholy which pervades so many of his feminine 
portraits. 

Gainsborough's last years were passed in much the 
same way as those through which we have followed him 
after his arrival in Bath in 1760: there was the steady 
labour of the painting-room through the five or six hours 
which he allotted from each day to his sitters, the 
society of actors and musicians during his leisure, and 
frequent excursions in the summer to his house at Kew 
and Richmond, varied by trips farther afield. 

To notice these last first, Fulcher is our authority for 
the statement that Gainsborough's misunderstanding with 
the Academy, as well perhaps as the failure of the 
exhibition of his own work which he opened at Schom- 
berg House, decided him to make a visit to his native 
place, " to divert the current of his thoughts." In any 
case, Gainsborough went to Ipswich ; and Fulcher quotes 
a lady, whose father's guest he was, to the effect that the 
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painter created a sensation among his native villagers by 
"his rich suit of drab, laced ruffles, and cocked hat." 
This lady thought he was "gay, very gay, and good- 
looking." Fulcher adds that when he wrote, in 1856, it 
was still remembered that Gainsborough came to Sud- 
bury to record his vote as a burgess of that borough. 

It was perhaps de Loutherbourg's exhibition of the 
scenery of this country, which we have already noticed 
as greatly interesting the painter, that suggested the 
excursion to the Lake district which he made in the 
autumn of 1783. This expedition is mentioned in the 
following letter to his old friend Pearce at Bath : — 

" Kew Green. 

" Dear Sir, — I don't know if I told you that Fm 
going along with a Suffolk friend to visit the lakes in 
Cumberland, and purpose to show when I come back 
that your Grays .and Dr. Brownes were tawdry fan 
painters. I purpose to mount all the lakes at the next 
exhibition in the great style; and you know, if the 
people don't like them, 'tis only jumping into one of the 
deepest of them from off a wooded island, and my 
reputation will be fixed for ever. 

" I took the liberty of sending you a little perry out 
of Worcestershire, and, when the weather settles in hot 

again, should be much obliged if you and Mrs. P 

would drink a little of it, and fancy it champagne for my 
sake. 

" I doubt whether I can shake you by the hand 
before I go, but when I come back I'll shake you by the 
collar if you'll promise to keep your hands still. — Believe 
me, dear sir, most sincerely yours, 

" Thos. Gainsborough." 

The Suffolk friend he mentions was Mr. Kilderbee, 
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his old neighbour at Ipswich, who found the painter on 
this expedition, according to Fulcher, a " most delightful 
companion." Nothing is known of the pictures which 
might have resulted from this journey, but the influence 
of the Lake country is traceable in much of Gainsborough's 
later landscape work, which deals for the first time mth 
rocky foreground and mountain scenery. The exhibi- 
tion of his paintings inspired by that northern journey 
was effectually stopped by the disagreement between him- 
self and the Academy, which came with the following year. 
The painter's correspondence with Pearce suggests 
that he still kept in touch with his old friends in Bath, 
and there is record of at least one journey to that city 
during his later days which preserves also a pleasant 
anecdote of his good-nature. A lady there named Mrs. 
Heathcote, who was in great distress at the loss of four 
children out of five in an epidemic, b^^ed hard of the % 

painter to paint her only surviving son. "No," he 
said ; ' " I am here for a rest, and cannot do it." Mrs. ^ 

Heathcote, much disappointed, went away. She, how- 
ever, returned later to Gainsborough's lodgings with the 
boy, thinking, no doubt, that the painter might be touched « 

by his prettiness. She was lucky enough to have dressed 
the boy in his ordinary everyday clothes. Gainsborough, ^ 

on seeing the child, at once relented and consented to 
paint the boy ; remarking, however, " If you had paraded 
him in fancy costume, I would not have painted him : 
now I will gladly comply with your request." 

It is from such anecdotes as these that we get the 
only information available as to the painter's later years. 
It would seem, from the fact that he wrote from Kew 
Green to Pearce, and that he finally chose the church on 
the green for his burial-place, that he had a house or a 
lodging there for the summer months. Fulcher, however, 
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places him at Richmond, where, he says, he spent 
"mornings and evenings in sketching its picturesque 
scenery. When on his walks he saw any peasant chil- 
dren that struck his fancy, he would send them to his 
painting-room, leaving with their parents very substantial 
proof of his liberality." 

One of the children he met in this way was Jack 
Hill, a good-looking child of some ten years and of great 
intelligence, whom Gainsborough seems to have en- 
countered in a woodman's cottage. Gainsborough was 
so struck with the boy that he rather impulsively offered 
to take him home and provide for his future. The 
parents accepted the proposal, and the boy accordingly 
was taken into the Gainsborough establishment, much to 
the content of Mrs. Gainsborough, who was delighted 
with him. Mrs. Fischer, too, was enthusiastic, and 
wished to adopt Jack Hill as her personal property. 

The experiment was not altogether successful, for the 
boy, after sitting for one or two of the painter's pictures 
of children, began to pine for his freedom. He at length 
ran away, and although he was brought back and kindly 
treated by the Gainsboroughs, he seems never to have 
made himself comfortable. Fulcher speaks of him as 
" wilfully throwing away a much better chance than Dick 
Whittington started with on his romantic journey." Mrs. 
Gainsborough finally procured his entry to the Blue-Coat 
School. Here, however, the urchin interests us as the 
original of the " Cottage Boy," the " Shepherd Boy in a 
Storm," and one or two others of Gainsborough's later 
subject compositions. 

For details of the painter's life in London during his 
last years, we depend, as usual, upon references scattered 
about the gossiping memoirs of the time. We may 
think of him as renewing in London the acquaintances 
formed in Bath with men like Henderson, and of sharing 
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the diversions of the town with others of the same set, 
like John Beard and Paul Whitehead. His intimacy 
with Garrick lasted until the actor's death, in 1779, and 
through Garrick doubtless came the acquaintance with 
Arthur Murphy, of whom with Gainsborough at a coffee- 
house or tavern one catches a stray glimpse here and 
there in the social annals of the times. 

Harry Angelo and John Thomas Smith, however, 
remain our chief authorities, and preserve the particulars 
of the painter's life in most detail. Smith, for example, 
was taken to the house in Pall Mall by old NoUekens, 
and has left the following account of the visit : — 

" Upon our arrival at Mr. Gainsborough's, the third 
west division of Schomberg House, Pall Mall, the artist 
was listening to a violin, and held up his finger to Mr. 
NoUekens as a request of silence. Colonel Hamilton 
was playing to him in so exquisite a style that Gains- 
borough exclaimed, ' Now, my dear Colonel, if you will 
but go on I will give you that picture of the " Boy at the 
Stile," which you have so often wished to purchase of 
me.' Mr. Gainsborough, not knowing how long NoUekens 
would hold his tongue, gave him a book of sketches 
to choose two from, which he had promised him. As 
Gainsborough's versatile fancy was at this period devoted 
to music, his attention was so riveted to the tones of 
the violin that for nearly half an hour he was motionless, 
after which the Colonel requested that a hackney coach 
might be sent for> wherein he carried off the picture. It 
has been engraved by Stow, a pupil of WooUett Mr. 
Gainsborough, after he had given Mr. NoUekens the two 
drawings he had selected, requested him to look at the 
model of an ass's head which he had just made. 

"NoUekens: *You should model more with your 
thumbs ; thumb it about until you get it into shape.' 

"Gainsborough: 'What! — in this manner?' having 
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taken up a bit of clay, and, looking at a picture of 
Abel's Pomeranian dog which hung over the chimney. 
* This way ? ' 

*^ * Yes,' said NoUekens ; ' you'll do a great deal more 
with your thumbs.' 

^* Mr. Gainsborough, by whom I was standing, ob- 
served to me, *You enjoyed the music, and I'm sure 
you'll long for this model : there, I will give it to you ; ' 
and I am delighted with it still. I have never had it 
baked, fearing it might fly in the kiln, as the artist had 
not kneaded the clay well before he commenced working 
it, and I conclude that the model must still contain a 
quantity of fixed air. 

"Colonel Hamilton above mentioned was not only 
looked upon as one of the first amateur violin players, 
but also one of the ^ first gentlemen pugilists. I was 
afterwards noticed by him as an etcher of landscapes, 
and have frequently seen him spar with the famous 
Mendoza in his drawing-room in Leicester Street, 
Leicester Square." 

Angelo has an account of the painter^s further re- 
lations with Bach and Abel, which, as it includes a 
mention of Fischer, probably relates to the year or 
two following 1780: — 

" Bach and Abel, who were as intimate, as insepar- 
able indeed, as Cipriani and Bartolozzi, were the only 
exceptions to this remark (viz., that not one musician 
in twenty cared a straw for pictures). These two dis- 
tinguished musicians were connoisseurs of pictures and 
prints, and in my younger days I remember the many 
happy hours, for many a winter season, that these four 
worthies passed under my father's roof in Carlisle Street. 

" Gainsborough, as is sufficiently known, was an 
enthusiastic admirer of music, and, though certainly no 
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musician, yet his love of sweet sounds was such that he 
had tried his native skill upon almost every instrument 
He was too capricious to sit and study any one methodic- 
ally, though, having a nice ear, he could perform an air 
on the fiddle, the guitar, the harpsichord, or the flute. 
Under Fischer, his son-in-law, he did take a few lessons 
upon the hautboy or clarionet, I forget which, but made 
nothing of it He, however, could modulate to a cer- 
tain degree on a keyed instrument, and used frequently 
to chaunt any rhodomontade that was uppermost, 
accompanying himself with the chords on my mother's 
pianoforte. 

^* Bach, who had a true German share of dry humour, 
used to sit and endure his miserable attempts,, and, 
laughing in his sleeve, exclaim, ' Bravo ! ' whilst Gains- 
borough, not at all abashed at his irony, would proceed, 
labouring hard at any particular key, be it major or be 
it minor, and drolly exclaim, ' Now for Purcell's chaunt ; 
now a specimen of old Bird.' 

" * Dat is debilish fine,' cried Bach. 

" * Now for a touch of Kent and old Henry Lawes,' 
added Gainsborough, when Bach, his patience worn out, 
would cry : 

" * Now, dat is too pad ; dere is no law, by Goles, why 
the gombany is to listen to your murder of all these 
ancient gombosers,' when, getting up from his seat, he 
would run his finger rattling along all the keys, and, 
pushing the painter from his seat, would sit himself in his J 
place, and flourish voluntaries as though he was inspired. 

'' Once Bach called upon him in Pall Mall, and, going 
straight to his painting-room, he found him fagging hard 
at the bassoon, an instrument that requires the wind 
of a forge bellows to fill. Gainsborough's cheeks were 
pufled, and his face was round and red as the harvest 
moon. Bach stood astounded. 
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" ' Pote it away, man, pote it away ; do you want 
to burst yourself, like the frog in the fable ? De defil, 
it is only fit for the lungs of a country blackschmidt' 

'* ' Nay, now/ exclaimed Gainsborough, ' it is the 
richest bass in the world. Now do listen again.' 

'' ' Listen I ' added Bach ; * mine friendt, I did listen at 
your door in the passage, and, py all the powers above, 
as I hobe to be saved, it is just for all the world as the 
veritable praying of a jackass.' 

"'Damn it!' exclaimed Gainsborough; 'why, you 
have no ear, man — no more than an adder. Come, then ' 
(taking the clarionet). 

^''Baw, baw,' exclaimed the musician, 'vorse and 
vorse — no more of your canarding ; 'tis as a duck, by Gar, 
'tis vorse as a goose.' 
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The elder Angelo lent his country house to the 
inseparable Bach and Abel, where they were often joined 
by Gainsborough. 

''During this period Bartolozzi and Cipriani were 

constant visitors, and Gainsborough almost as frequently 

came over. I have before related how Bach and Abel 

obtained drawings from these former two artists ; I may 

now add that Abel laid an impost upon the talent of 

Gainsborough. Doubtless it was the exchange for the 

notes of his viol da gamba that he obtained so many 

drafts upon the genius of the painter, whose prolific 

crayons supplied him with so many specimens of his art 

that on his return home my father found the walls of his 

apartment covered with them, slightly pinned to the 

paperhangings. 

" These, many of them the best of his sketches, being 
executed con amore, Abel subsequently parted with, not 
for filthy lucre, but for the indulgence of that vanity 
which led many a wiser man than Abel to keep a 
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mistress. Signora Grass!, for whom he took a house in 
Frith Street, wheedled him out of these treasures of 
art, and, bestowing handsome frames upon them, they 
were made the decorations for the Signora's drawing- 
room. Thus Abel, before he had a house of his own, 
supplied his Dulcinea with a handsome one, and of 
course at considerable expense. The woman, though no 
beauty, was a wit, and called the apartment her Painted 
Paradise. Fischer, Gainsborough's son-in-law, though a 
man of few words, in making a visit there with his friend 
Abel, objected to this designation by exclaiming : 

" ' Abel, you are a fool, and mine fader Gainsborough 
is a blockhead ; for the only painted thing in the room 
is mine lady's cat face.' 

" The lady was not present, but for her and himself 
Abel made no other return to Fischer for his German 
politeness than a most grave and profound bow, 

^' Abel died, and, his Dulcinea going abroad, she parted 
with the house and furniture, together with this collection 
of Gainsborough's, which were sold by auction, if I can 
trust my memory, at Langford's Rooms, now occupied by 
Messrs. Robins, in the Piazza, Covent Garden." 

All these anecdotes seem to preserve for us at the 
end of his career the same Gainsborough whom we have 
watched from the beginning. Here is the hearty^ plain- 
speaking good fellow, the artist ever ready to lay aside 
his pencil for the musical toys in which he was almost 
childishly interested, and the painter so prodigal of his 
work as to be eager to bestow a canvas worth a couple 
of hundred pounds upon any one who had given him 
a momentary pleasure. The interest, too, with which be 
turned to NoUekens for advice on his modelling seems 
to point to a continuing receptiveness of mind unusual 
in a man of his years, as well as to his delight is 
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occupations of a mechanical turn. A passage in 
Fuldier has a similar significance. He tells us that 
when Jervas, the glass painter, who executed Reynolds's 
window at New College, Oxford, held an exhibition of his 
work, Gainsborough was so impressed with its beauty 
that he immediately began to construct an apparatus 
which should diffuse a similar splendour over the pro- 
ductions of his own pencil. This piece of mechanism is 
described as consisting of "a number of glass planes, 
which were moveable, and were painted by himself, 
representing various subjects, chiefly landscapes. They 
were lighted by candles at the back, and viewed through 
a magnifying lens, by which means the effect produced 
was truly captivating, the moonlight pieces especially 
exhibiting the most perfect resemblance to nature." 

This apparatus, or part of it, was at the Grosvenor 
Gallery exhibition of 1885, together with half a dozen 
slides, two of which were etched by Brunet Debaines. 
It had before been exhibited in 1824, and the Somerset 
House Gazette for April the loth of that year has an 
interesting notice of some of the slides then shown — a 
cottage interior, among others, with a strong firelight 
effect, contrasted with moonlight coming through an open 
door; and another moonlight subject, showing hills, a 
stream, and sheep. We learn, on the same authority, 
that the apparatus was bequeathed to Margaret Gains- 
borough by her father, and that she sold it to a Dr. 
Munro, who exhibited it in 1824. The writer continues : 
" We may add, of our own knowledge, that Gainsborough 
in his later years was in the habit of sketching designs for 
the show-box exhibition from which these transparencies 
are selected, while his intimate friends, who in an 
evening stroll called upon him, sat and sipped their tea." 

It is clear, also, from a stray anecdote here and there, 
that Gainsborough preserved to the end his engaging 
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independence towards his sitters. The best known of 
these is the remark to Mrs. Siddons, who was sitting for 
that magnificent portrait in the National Gallery : " Damn 
it, Madam, there's no end to your nose." Sir George 
Beaumont, the enlightened dilettante and capable amateur 
artist, who was the friend of all the painters of his time, 
is the authority for anoAer of much the same import 
After mentioning Gainsborough's propensity for laugh- 
ing in the face of some of his sitters. Sir George gave 
Angelo particulars of the painter's visit to a nobleman 
in the west country : — 

" At the Earl of R 's, where it was the custom to 

have morning prayers, he was loath to attend for fear of 
laughing at the chaplain, whose puritanical physiognomy 
had whimsically wrought upon his imagination. 

"Receiving a hint from his Lordship that service 
was performed at nine, the thought of Mr. Horace 
Walpole's old lady of fashion, taking coffee and pra3rers 
at eleven, mixed itself so intimately with his Lordship's 
condescension, that he could not have attended even 
if the chapel altar-piece had been newly painted i^ 
Correggio. 

"This, however, was told as merely prefatory to 
Gainsborough's odd humour ; for, a few days after that 
first announcement of the pious custom, the painter not 
having made his appearance at the chapel, his Lordship 
reminded him again, saying, ' Perhaps, Mr. Gainsborough, 
you geniuses having wandering memories, you may have 
forgotten.' * No, my Lord,' replied the painter laconic^ 
ally, * I have not' 

" Gainsborough, for all this condescending repetition, 
did not appear. He disappeared, indeed, for as soon as 
the Earl and his household had assembled at their 
devotions, the chapel bell having ceased, Gainsborough 
rang the bell of the apartment in which he was painting. 
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and desired the servant who attended to inform his 
Lordship that he was gone to breakfast at Salisbury. 

''A few days afterwards, the 'eccentric genius sent 
a letter from Bath to inform his Lordship that he had 
returned home, adding that he knew he had stayed too 
long at his noble seat, and, taking his Lordship's second 
hint to be off, he had accordingly departed." 

'' Barry and Gainsborough were at one time intimate 
friends. They used to compare notes and laugh at the 
whimsicalities and affectations of the higher orders. 
Gainsborough observed a lively book might be written 
on the Capriccios of the Great. ' Upon my conscience, 
and a moral one too,' said the Professor Barry, * and I 
would lend a willing hand to such a performance. What 
think you of it, Wilson ? ' 

"'Why,' replied the cynic, 'would not a work en- 
titled the " Whims of Painters " do just as well ? ' 

" ' Indubitably,' answered Barry, who was no less 
candid than blunt. ' I thank ye for that, Dick Wilson ; 
it would make a better book. In the one you would 
have a history of tomfoolery polished into artificial re- 
finement ; in the other the raw material — independence 
worked in with a sprinkling of wit' 

" Much has already been said of Gainsborough, and 
more might still be said ; for the circumstances of his 
life were as various as the style, manner, and practice of 
his art Some of his humours, however, were as nearly 
allied to tomfoolery as those of his superiors in rank 
who were the subject of his sarcastic remarks." 

Quite at the end of the painter's career must have 
come his acquaintance with John Bannister, the excel- 
lent and genial comedian. Like other of Gainsborough's 
friends who were actors or musicians, Bannister had 
more than a smattering of the arts, and had begun life 
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with the intention of following painting as a profession, 
by entering as a student at the Royal Academy. As 
a boy he had shown much talent with his pencil, and 
was accustomed to extract shillings from his indu^ent 
father, Charles the actor, for his clever* drawings of 
heads. 

John was much Gainsborough's junior, having been 
born indeed in the year 1760, when the painter went 
to Bath at the age of thirty-two. Their acquaintance 
probably took place through some of the artists with 
whom Bannister forgathered at the Academy. At 
that institution he left a reputation as a practical joker. 
Smith says that he frightened old Moser, the keeper, 
terribly by his " tragedy tricks," but that at the age of 
eighteen he abandoned art and took to the stage, 
following, no doubt, the instinct inherited from his father. 
That old Moser bore no malice is clear, if only from the 
fact that he bought a whole boxful of seats, which he 
filled with his friends, in order to celebrate Bannistet^s 
first appearance on the stage. Bannister's honoorabk 
and unblemished career as an actor, which ended only 
in 1836, is well known; but he is connected with our 
subject by some recorded anecdotes of Gainsborough in 
his life by Mr. Adolphus, published three years after his 
death : — 

** His early knowledge of painting gave him so mudi 
gratification throughout his life, that it affords an ad- 
ditional argument for the cultivation of every graceful 
taste which exhibits itself in boyhood. He always 
declared that it was the source of some of his best 
pleasures, and further, that the time which he had given 
to its study under de Loutherbourg had frequently made 
his advice of importance to managers in the scenery, 
costume, and general setting of their plays. This know- 
ledge, too, brought him into the society of intelligent 
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artists, . . . and he spent a large portion of his leisure 
in the studio of the celebrated Gainsborough. 

" Bannister's restless gaiety was notorious. ' Jack,' 
said Gainsborough on one of these days of gaiety and 
frolic, * if I die first you shall certainly have a legacy.' 
The actor looked expectant * My cap and bells,' said 
the artist, * for yours will ere long be clean worn out.' 
Gainsborough had been long charged with eccentricity. 
' That nature intended us both for monkeys is certain,' 
said he, ' but pray, who taught you to play the fool so 
well; was it your old crony, Davy Garrick?' *No,' 
said Bannister ; * it was my old Mother Nature, she who 
put the pencil into your hand and made you a painter.' " 

Gainsborough's preference through life for friends 
who were his juniors, no doubt accounts for much of the 
gaiety of spirits which he preserved to the end. In 
these later years, too, he doubtless found pleasure in the 
society of his nephew Dupont From one or two 
references to the younger man which have survived, they 
were obviously on good terms. "One day, in high 
good-humour," says Fulcher, " Gainsborough offered his 
nephew and pupil, Mr. Dupont, the choice of any picture 
in the painting-room. The * Mushroom Girl,' though in 
an advanced stage, was not quite finished, and the 
young artist judiciously selected that picture as affording 
him an opportunity of observing how his uncle laid on 
his colours and proceeded to the completion of his 
works." 

Dupont was the only assistant whom Gainsborough 
employed in his work of whom there is any clear record. 
We have heard Northcote describing the pair sitting up 
all night to finish the draperies of Queen Charlotte, and 
he was doubtless often employed by his uncle in similar 
work. But his style was formed under his uncle's eye, 
and his help is not to be detected in any of the painter's 

19 
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canvases. That Gainsborough made considerable use 
of his services we think certain, if only from a clause 
in his will, in which Dupont receives a l^acy in con- 
sideration of renouncing any claims against his uncle's 
estate for work done during their association. 

Dupont was at least fortunate in the approbation 
of Governor Thicknesse. He pronounced him "an 
excellent genius, little inferior in the line of a psdnter to 
his uncle, possessing an excellent heart and a good 
understanding.** Thicknesse mentions a portrait of the 
youth, evidently the fine canvas now in the possession 
of Sir Edgar Vincent, as possessing extraordinary merit, 
and his liking for the boy no doubt prompted him to 
acquire the portrait firom Gainsborough, on the usual 
easy terms. 

" The instant I saw it," says the unblushing Governor, 
" I asked for it (it is now in the possession of Lord 
Bateman, to whom I had the honour to present it), 
and there was nothing I could ask of Gainsborough 
which he could give (except my own portrait) that he 
would have refused me/' 

Thicknesse prophesied a great career for young 
Dupont, and advised him to keep on the house in Fall 
Mall after his uncle's death; ''for I am sure he can 
support its former credit either in portrait or landscape." 
Fpor Dupont, however, followed his uncle to the grave 
in less than ten years. 

Sir George Beaumont and Sheridan are identified with 
the last phase of the career of the painter. Allan 
Cunningham is the authority for a curious story, which he 
no doubt had from Beaumont himself, and seems to show 
that the painter had a premonition of the end of his life a 
year or so before it came. One is not disposed to put 
great faith in Cunningham in matters of detail ; he is very 
apt to expand small matters of fact into imposing para- 
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graphs containing a great deal of embellishment of his 
own ; moreover, the prophecy which he records was of that 
kind which are only registered after their fulfilment: 
however, here it is. 

In the early part of 1787, Gainsborough dined at 
Beaumont's house in London, where he met Sheridan. 
The painter was described as being in more than usually 
good spirits, and pleasant and witty. '' The meeting was 
so much to their mutual satisfaction," continues Cun- 
ningham, ** that they agreed to have another day's hap- 
piness, and accordingly an early day was named when 
they should dine again together. They met, but a 
cloud had descended upon the spirit of Gainsborough, 
and he sat silent with a look of fixed melancholy which 
no wit could dissipate. At length he took Sheridan by 
the hand, led him out of the room, and said, * Now, don't 
laugh, but listen. I shall die soon, I know it — I feel it. 
I have less time to live than my looks infer, but for this 
I care not. What oppresses my mind is this : I have 
many acquaintances, but few friends ; and as I wish to 
have one worthy man to accompany me to the grave, I 
am desirous of bespeaking you. Will you come? Ay 
or no ? ' 

'' Sheridan could hardly repress a smile as he made 
the required promise. The looks of Gainsborough 
cleared up like the sunshine of one of his own land- 
scapes ; throughout the rest of the evening his wit flowed 
and his humour ran over, and the minutes, like those of 
the poet, winged their way with pleasure." 

Gainsborough's choice of a worthy man to follow 
him seems a strange one, when we consider that the 
painter was a devoted courtier, and Sheridan one 
of the leaders of the Whig party who, at the very 
moment, were told off to conduct the impeachment of 
Warren Hastings, who was protected by the King. But 
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Cunningham declares that Beaumont m later times was 
very fond of repeating the story of the dinner, and there 
is perhaps little reason to reject a tradition which, in the 
light of events of the next year, is full of a real pathos. 

It was at one of those famous meetings in West- 
minster Hall, at which all that was eminent in the society 
of that day were accustomed to assemble to hear the 
impeachment of the great nabob by the Whig managers, 
that Gainsborough felt the first symptoms of that dread- 
ful malady which was to end his life within the year. 
There is no record of the exact date, but it is probable 
that the painter attended Westminster Hall on the 
opening of the impeachment on the 13th of February, 
and was present during the delivery of Burke's great 
opening oration, which lasted from the 15 th to the iStfa 
of the month. '' Sitting with his back to an open 
window, he suddenly felt something inconceivably cold 
touch his neck. It was accompanied with stiffness and 
pain. On returning home he mentioned what he felt to 
his wife and his niece, and on looking they saw a mark 
about the size of a shilling, which was harder to the touch 
than the surrounding skin, and which, he said, still felt 
cold. Mrs. Gainsborough felt alarmed, and called in 
Dr. Heberden and Mr. John Hunter. They, however, 
declared it was nothing more than a swelling in the 
glands, which the warm weather would remove. That 
Gainsborough himself at first thought little of the malady 
will be seen from a note to his friend Mr. Fearce, which 
unfortunately bears no date other than the day of the 
week." 

" Wed. Morning. 

"My dear Pearce, — I am extremely obliged to 
you and Mrs. Pearce for your kind inquiries. I hope I 
am now getting better, as the swelling is considerably 
increased and more painful. We have just received 
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some cheeses from Bath, and b^ the favour of you to 
accept two of them. — My dear Pearce, ever yours 
sincerely, ThO. GAINSBOROUGH." 

The painter does not appear to have taken to his 
bed, and we are told that he left town for his cottage 
at Richmond for a change of air and scene, but that he 
grew no better, and returned to London. There can be 
no doubt as to the exact nature of his malady, which 
Hunter and others declared to be cancer; but it was 
stated in a magazine at the time of his death that a 
post-mortem showed that it was a non-malignant tumour, 
which killed him by mechanical pressure on various 
deh'cate structures which are found in the neck. He 
himself, however, had no delusions as to the nearness of 
his end. " If this be a cancer," he remarked to his sister 
Gibbon, who had come to his bedside from Bath, " I am 
a dead man," and he then turned quietly to the settle- 
ment of his affairs. 

It was towards the close of July, when Gainsborough 
was growing rapidly worse, that he wrote to Sir Joshua 
Reynolds, asked him to come to his bedside, and made 
that touching reconciliation with his rival which seems 
so honourable to both. 

Gainsborough's letter has lately come into the pos- 
session of the Royal Academy, and by the courtesy of 
the Council we are able to set it out here : — 

" Dear Sir Joshua, — I am just (able) to write what 
I fear you will not read, after lying in a dying state for 
six months. The extream affection which I am informed 
of by a friend which Sir Joshua has expres'd induces me 
to b^g a late favor, which is to come once under my Roof 
and look at my things, — my Woodman you never saw, — 
if what I ask now is not disagreeable to your feeling. 
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that I may have the honour to speak to you. I can 
from a sincere Heart say that I always admired and 
sincerely loved Sir Joshua Reynolds. 

"Tho. Gainsborough." 

The slight incoherence which appears in the language 
of this touching letter seems to add to its pathos, widi- 
out obscuring in the least the spirit of goodwill towards 
his rival which animated the d3ang painter when he 
wrote it. 

No one appears to have been present at the meeting 
which followed, and we are dependent upon Reynolds's 
own account of the interview. This, however, is obvi- 
ously simple and trustworthy, and, as it appears to the 
present writer, should be accepted as the last word on 
the vexed question of the relations of the two men. It 
formed part of the Discourse which Reynolds delivered 
to the students of the Academy in the following December, 
in which he made the painter's work his text : — 

''A few days before he died," said Reynolds, ''he 
wrote me a letter to express his acknowledgments for 
the good opinion I entertained for his abilities, and the 
manner in which (he had been informed) I always spoke ot 
him, and desired he might see me once more before he 
died. I am aware how flattering it is to myself to be 
thus connected with the dying testimony which this 
excellent painter bore to his art. But J cannot prevail 
on myself to suppress that I was not connected with 
him by any habits of familiarity — ^though, if any little 
jealousies had subsisted between us, they were forgotten 
in those moments of sincerity; and he turned towards 
me as one who was engrossed by the same pursuits, and 
who deserved his good opinion by being sensible of his 
excellence. 

" Without entering into any detail of what passed at 
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that interview, the impression of it upon my mind was 
that his regret at losing life was principally the regret of 
leaving his art, and more especially as he now b^an, he 
said, to see what his deficiencies were, which he said, he 
flattered himself, in his last works were in some measure 
supplied." 

It is a tradition, founded, we believe, upon a remark 
of Northcote, who doubtless had it from Reynolds, that 
the touching meeting of the two men was concluded by 
a farewell, in which Sir Joshua, bending down to catch 
the poor painter's last words, heard him whisper, ** We are 
all going to heaven, and Vandyke is of the company." 

The end came a few days later, and on the 9th of 
August 1788, Gainsborough was laid to rest by the side 
of his old friend Kirby in Kew churchyard, in a spot 
marked by a simple stone, which by his request bore his 
name only — a spot where, as he left word, he hoped he 
might be joined by any of his relatives who felt disposed 
to lie by his side. Resmolds himself was a pall-bearer, 
and was joined in that office by Chambers, West, 
Bartolozzi, Paul Sandby, and Cotes. Sheridan was 
among the mourners. 

So ended, at the age of sixty-one, Thomas Gains- 
borough, one of the two consummate English artists of 
his age, and a painter who has already taken a sure 
place among the greatest masters of portraiture of all 
ages and countries. Apart from the nature of the 
malady which killed him, Gainsborough may perhaps 
be accounted happy in the time of his death. If 
Providence had granted him another ten years of life 
and health, the world would undoubtedly have been the 
richer by many of those masterpieces which came so 
readily from his pencil during his later years. But it is 
difficult to believe that he would have much improved 
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upon the best of the work which he left; certainly he 
was at the summit of his power as we know it when he 
died, and it is just as certain that his death removed any 
possibility of a decline in his artistry, and the trouble 
which such a decline would have brought to so masterful 
a spirit. 

From what we know of it, Grainsborough's was a full 
and happy life. He found his chief pleasure in his work, 
and there is no record of anything in his domestic life 
which caused him serious trouble or distraction. His 
wife brought the beauty of her younger years to an 
impressionable and full-blooded young man, together 
with a portion which enabled him to develop his powers, 
undisturbed by the sordid considerations which so often 
attend the labours of the young man working his way 
in an intellectual profession. Mrs. Gainsborough's placid 
and easy-going companionship during his middle and 
later years was a possession of no less value to a man 
of his temperament. The troubles which beset Gains- 
borough, such as the death of his brother, or his 
daughter's marriage, were those which are common to 
humanity. Death surely spared him the greatest of all 
sorrows, when it drew a merciful veil over the cruel fate 
which awaited those he loved best. 

On the other hand, there was never an artist who 
had a greater measure of success and fulfilment during 
his lifetime. There was his student period, prolonged to 
near the age of thirty, undisturbed by any immediate 
anxiety as to means, followed by an instant recognition 
of his genius when he went to Bath. That recognition 
placed him professionally by the side of the most 
successful portrait painter of whom there is record in 
the history of art, and opened a career which was 
enlivened and stimulated by an honourable rivalry with 
his great contemporary, and was attended by an in- 
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creasing appreciation until the day of his death* Fame 
and the solid advantages of success came to Gains- 
borough in full measure while he was young enough to 
enjoy them, and if his was not a life happy beyond the 
ordinary for a man of his craft, we know not where to 
look for it 

Little wonder, therefore, that Gainsborough's happi- 
ness is reflected in much of his work ; it would be easy 
to name a score of canvases which could have been 
alone painted by a man with a mind open to the joyous 
influences which make for true happiness, and by an 
artist endowed with a power of expressing his feelings, 
the exercise of which is in itself one of the greatest of 
mortal pleasures. The melancholy tinge, too, which 
adds such distinction to another group of his finest por- 
traits, paradoxical as it may seem, is perhaps evidence of 
Gainsborough's capacity for one of the most keen of 
intellectual enjoyments. 

That Gainsborough saved any great fortune is im- 
probable, both from what we know of his habit of living 
as well as from the terms of his will, which may still be 
read at Somerset House. Such of his property as was 
invested in stocks and shares he left in equal portions to 
his wife and his unmarried daughter Margaret, with a 
recommendation that they should pay such sums as they 
thought proper to Mrs. Fischer, and at such times as 
they thought fit. No amounts are mentioned, nor is 
anything in the shape of an annuity suggested, and, from 
the terms of this provision, it would seem that Mrs. 
Fischer's mental malady had beg^n to declare itself 
before her father's death. All Gainsborough's personal 
property, furniture, plate, and pictures, together with 
;£'500 in cash, he left to his wife, who was also residuary 
legatee, with remainder to Margaret. 

To his nephew Dupont the painter bequeathed 
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£600, but with conditions which seem to point to a fear 
on his part that Dupont might make a claim on the 
estate for services rendered as his assistant Such sum 
was to be accepted by Dupont as a full dischai^ of all 
claims he might have upon his uncle. In the event of 
Dupont's refusal to accept the legacy upon such terms, 
the executors were directed to meet any demand made 
by him upon the estate with a counter claim for " board, 
lodging, and washing" during the years he had been 
received in the painter's household as one of his family. 



CHAPTER X 
THE ARTIST 

IN any estimate of the art of Thomas Gainsborough 
it is important to remember the period in the 
history of British painting at which he appeared, because 
his superlative excellence as a portrait painter seems 
much enhanced by the circumstances in which his work 
was produced, and by the fact that he owed little or 
nothing to any native painters who had preceded him. 
It was quite early in the history of British art that 
Gainsborough and Reynolds reached, by independent 
paths, a commanding position among the portrait 
painters not only of their own country, but among 
those of all times and all countries. As a portrait 
painter Gainsborough shares that position with Rejmolds, 
but he enjoys alone the distinction of being the first of 
th^ great British painters of landscape. 

The appearance of these two men marked at once 
the revival, and, so far as we know at present, the zenith 
of a native school of portraiture, which had existed, 
indeed, but fitfully, since Tudor times in England. This 
school of portraiture, which began perhaps with Hilliard, 
the miniature painter in Elizabethan times, was con- 
tinued by the Olivers and by John Hoskins with an 
increasing splendour until it reached something like per- 
fection in the hands of Hoskins's nephew, Samuel Cooper, 
— ^at one time promised great things for English art. 

2W 
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It is true that miniature painting has very defined limits, 
but native art was certainly alive when Cooper was pro- 
ducing his superb presentations of the personalities of 
the Commonwealth and the Restoration. 

The first check to this promising development in 
English portaiture, however, had been the recognition 
by Charles the First of the genius of Vandyke. That 
painter almost immediately absorbed the chief patronage 
of the arts in England, and his influence either obscured 
the lesser men of English birth altogether, or so 
dominated those who survived as to make ihem pak 
reflections of himself. Robert Walker, who painted 
prominent figures of the Commonwealth very con- 
vincingly, was a man of whom more would have been 
heard in the absence of the great Fleming, whose 
manner at last he adopted, much to the detriment of 
his own native talent. The same may be said of William 
Dobson, who died untimely at the age of thirty-six in 
1646, though, had this painter lived to attain his artistic 
maturity, it is probable that he would have fulfilled his 
early promise of grafting the foreign art of his master 
upon a vigorous native stock of his own. 

But English art was to sufler a still greater check 
under the later Stuarts. The promise of the influence 
of a master like Vandyke upon the native school, which 
was lost at the death of Dobson or dwindled in the 
hands of such little known men as Gandy, might have 
proved a vivifying influence upon English art had it 
received continued encouragement It did indeed bear 
fruit nearly a century later in the art of Gainsborough 
himself, who would assuredly have been a lesser artist 
had Vandyke never painted. But what benefit to 
native art could be expected from the vog^ue which 
Charles the Second and his successors gave to such 
men as Peter Lely and Kneller? It is beside the 
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question to point here and there to a competent portrait 
by Lely, to contend that his technique is sound or his 
colour clean. But let any one contemplate for an hour 
such a collection of his work as that in the King's 
possession, and try to estimate the inspiration to be 
drawn by a young artist from the work of such a man. 
As a vivifying influence upon English art, Lely's work 
is about as valuable as the cantrips of the ladies he 
painted were to English morals. 

Kneller was worse. The dress of the period, which 
was full of picturesque quality in the hands of a real 
artist, and might have added a charm to his work which 
Reynolds and Gainsborough knew how to impart to 
theirs from the dress of their own times, in Kneller's 
hands became a stereotyped formula, which, feeble as it 
is, is still the chief part of his pictures. The attitudes 
and expressions of his subjects are even of less account 
than their periwigs and furbelows. In his higher flights 
he employed a style of allegory which even at the hands 
of an artist like Reynolds remains the chief blemish of 
his life's work, but which in Kneller's painting is always 
childish or ridiculous or both. The inevitable result of 
the encouragement in high places of such men as these 
was a following of painters, English indeed in birth, 
but in whose work all original or native talent had 
disappeared. England, during the first half of the 
eighteenth century — with the eminent exception of 
Hogarth, who, as a lonely genius little appreciated as a 
painter during his life, is to be considered absolutely by 
himself — was possessed by a school of face painters like 
Jervas, Richardson, and Hudson. These men were 
quite incapable of designing a new attitude, or even 
of painting a complete figure. So much was this the 
case, that a clever Belgian who came to London from 
Antwerp was lucratively employed in that useful office 
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by the Englishmen. Eventually two of these guaranteed 
this gentleman eight hundred guineas a year to work 
for themselves exclusively, and to supply the clothes, 
backgrounds, and hands to the faces nibbed in by them- 
selves, " to the utter confusion of their brother artists, who 
could not do without this assistance." 

It was in such artistic conditions and surroundings 
as these, then, that Reynolds and Gainsborough suddenly 
and independently endowed the British school of painting 
with the majestic native tradition of portraiture which 
is still its chief glory. 

We have spoken elsewhere of Gainsborough's claim 
to be considered as the first of the great native painters 
of landscape, and as his first practice in painting was 
confined to that branch of art, it may be convenient 
first to consider his work in landscape. His claim to 
the distinction does not admit of a doubt, for, at the 
time that Gainsborough was feeling his way to a style 
of his own by the study of nature at Sudbury, no tradi- 
tion of native landscape painting existed in this country. 
Such landscape as was encouraged in England was of 
foreign origin, like the portraiture. The two Van de 
Veldes had received much patronage during the reigns 
of the second Charles and James, and had left an 
imitator in Peter Monamy, the Jerseyman, whose work 
in the restricted field of sea and shipping had a consider- 
able success. Hogarth may be said to have eschewed 
landscape altogether, and the only men who can be held 
to compete with Gainsborough were such contemporaries 
as Richard Wilson, Lambert the scene painter, Samuel 
Scott the architectural painter, and men like the Smiths 
of Chichester. Of these, Richard Wilson is Gainsborough's 
only competitor. Scott was a mere topographer ; what- 
ever merit Lambert possesses is derived from an imita- 
tion of Poussin ; and the Smiths of C^iichester, and such 
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imitators as they inspired, though much esteemed by 
the false taste of the day, were really only faint copyists 
of the French classical school, the glamour of which they 
sought to throw about the placid scenery of their native 
town. 

Richard Wilson differed only in ability from these 
men. He took to landscape relatively late in life, and 
although it is probable that he had tried his hand at 
landscape before his visit to Rome, it is none the less 
certain that he remained a painter of portraits until his 
thirty-sixth year. When he returned to England in 
1757, it was to paint landscape, indeed, but landscape, 
accomplished and artistic though it be, which was seen 
through the eyes of such men as Claude, Vemet, and 
Salvator, and landscape composed of the same elements 
as are to be gathered from the scenes from which such 
painters drew their inspiration — the placid skies, the 
crumbling ruins, the decayed classicalism, in fact, of 
Rome and its environs. There was nothing native in 
Wilson's landscape, either in conception or expression, 
and, by the year he brought his work to London, Gains- 
borough had been studying nature in the English fields 
of Suffolk for a quarter of a century, and had already 
produced those paintings of his native county, which, 
whatever their merits or deficiencies, are at least English. 
Wilson really is of an exotic school, and, the great merit 
of his best landscape notwithstanding, stands apart from 
the native school altogether. The great tradition of 
English landscape left him aside and passed on through 
the hands of Crome, Cotman, Turner, and Constable; 
but that tradition had its origin in the Suffolk fields, 
and the ** Comard Wood " at the National Gallery, wanting 
as it is in many qualities of great landscape, remains 
the first notable picture of the British school of landscape 
painting. 
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It seems quite certain that the love of inanimate 
nature, which inspired his first boyish passion for art, 
remained Gainsborough's true inspiration to the end, and 
tiiat his artistic temperament was never so completely 
satisfied as when painting landscape. When we con- 
sider the mastery he displayed in the highest walks of 
portraiture, the fact is very remarkable, but that it is a 
fact there is little room for doubt Most of his con- 
temporaries who mention him lay stress upon the point ; 
his own letters and recorded conversations, few as they 
are, are confirmatory, and his known practice is equally 
convincing. Quin, according to Harry Angelo, found 
him testy and captious when at work on a portrait, but 
** all gaiety and imagination in the skies " if a landscape 
was upon the easel Beechey declared that he painted 
portraits for money, and landscapes because he loved 
them, and describes the rows of unsold canvases stand- 
ing along the passage leading ' to his painting-room. 
Fulcher sets out a note from Gainsborough to Ozias 
Humphrey, which seems to confirm the account of this 
accumulation of the product of his loving but unre- 
munerative labour : — 

'' Dear Sir, — I should be glad to lend you any of 
my landskips to copy, did it not affect the sale of new 
pictures to have any copies taken of them, for which 
reason I have often been obliged to refuse when it would 
have given me pleasure to oblige my friend. — Believe 
me, dear sir, your most obedient, humble servant, 

"Tho. Gainsborough." 

Gainsborough himself told King George that he 
preferred the painting of landscape to portraiture. His 
ideal for the enjoyment of the fag-end of his life was, as 
he told Jackson, to walk off to some quiet village where 
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he oould paint ^ landskips " in qaietness and ease. He 
was sick of portraits, he said, and at various points in 
his career there are depreciatory remarks recorded of 
portraiture as a journeyman occupation in ''the face 
way/' or of ^ plodding on in one way which will bring 
bread and cheese." Accordingly, whenever the exigencies 
of the stream of sitters which flowed so constantly to 
his studio allowed it, he turned to the production of 
those essays in pure landscape or rural subject which 
form so large a part of his known work, or to those 
numberless sketch^ in chalk of tree, hillside, or country 
lane, which were the solace of his leisured evenings and 
the gratificati(Mi of his passion for the country. 

It is obvious from a consideration of his landscape, 
that Gainsborough painted little direct from nature after 
the time of his removal from Suffolk to Bath in 1 760, 
and that, unlike his portraiture, his mature work in 
landscape is almost entirely subjective, produced by the 
operation of his artistic understanding working with 
material gathered in the fields during the impressionable 
years of his student period. It is important to bear in 
mind this essential quality of his work in estimating 
Gainsborough's (^ition as a landscape painter, and to 
think of it in relation to the period in which he worked. 
The English school of painting is, relatively at all events, 
of recent growth, and in landscape Gainsborough was the 
first of its masters. The scientific study of the external 
aspect of nature, now so general among artists of all 
ranks, waited for the appearance of another generation of 
English painters, with Constable and the mighty Turner 
at their head. So, apart from the more or less painful 
rendering of natural fact in such pictures as the " Comard 
Wood," we look for accuracy of detail in Gainsborough's 
landscape in vain, and find instead endless examples 
of unconscious distortion of the truth. Almost all his 
20 
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for^^ounds contain passages of caricature of natunl 
form and colour: reeds, for example, are hardly even 
suggested by meaningless brush strokes of brown paint; 
his trees belong to no natural order known to botanists; 
his water takes every hue but the proper one of tbe 
objects reflected from its surface or refracted through its 
clearness. The dark indigo of the stream in the *' Market 
Cart/' for instance, is quite incompatible with its environ- 
ment of golden and ruddy colour. And yet, with all the 
limitations imposed by such defects as these, Gains- 
borough's best landscape remains great art He became 
at last almost as complete a stylist as Richard Wilson. 
But his style was founded upon things he had seen for 
himself, imperfectly grasped and faultily remembered, if 
you will, but still the product of his own personality 
working in his own way and permeated throughout by 
his own deep feeling. Thus it follows that few painters 
of landscape have succeeded better than Gainsborough 
in conveying the* very spirit of his subject to his 
spectators. His landscape has that precious quality of 
sincerity, without which real art cannot exist, but which, 
when once present, takes the spectator immediately into 
the painter's confidence. This is why Gainsborough's 
landscape has appealed to all sorts and conditions of 
people. Constable could not contemplate it without 
emotion; and the unimaginative dty merchant Curtis 
caused one of the painter's canvases to be hung by his 
bed, where its contemplation was the chief solace of a 
tedious illness. 

The qualities, both of merit and defect of Gains- 
borough's landscape involve, in any estimate of his work, 
the eternal question of the real nature of a picture. That 
question is apt to become insistent in these later days, 
when the works of the older men, such as he, b^n to 
appear side by side at winter exhibitions with the pro- 
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ductions of deceased members of the modern and 
scientific school. Here one sees paintings obviously true 
in form and colour, informed by a spirit of realism, the 
result of years of earnest study of the external aspect of 
nature, and executed with a technical mastery which 
seems to lack little of perfection. Such work indeed 
suggests the mirror held up to nature ; only, one feels that 
if the mirror were tilted at a slightly differing angle so 
as to embrace a fresh slice of the prospect, the second 
reflection would be as interesting and as satisfying as the 
first The whole scene is cut and dried for the spectator, 
nothing is left to his imagination ; above all, there is no 
style and no pattern. The picture, as a picture, as a 
decorative object for a wall, or as an occupation for the 
fancy of an intelligent man or woman, is just as efficient 
as a window or a photograph, interesting and even 
valuable as such, no doubt, but bearing the same relation 
to a work of art in the eyes of some of us as a gazetteer 
bears to literature. 

One turns from work of this kind to that of some 
of the elders with a sense of relief and refreshment. 
Richard Wilson's castles and lakes are at least fields for 
the imagination ; and if his individual trees lack truth in 
their twigs and branches, his groves and shades are full 
of the inherent solemnity of masses of trees. Above 
all, they make a soothing pattern to live with. It is so 
in an eminent deg^ree with the best of Gainsborough's 
landscape. Here at least is a man at work, and no mere 
photographic camera, and a picture full of the qualities, 
and perhaps the failings, of humanity, but the work of a 
human being with thoughts and feelings like our own. 
If art is to be judged by such standards as require the 
individuality of the painter to appear in his work ; that 
his picture be the result of an intellectual process by 
which he conveys his own feelings and ideas to his 
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spectator ; that his design be no mere imitation, however 
able, of the scene represented, but shall surest rather 
than record, and by so doing let loose the imaginatioa 
of the spectator rather than limit its operation by leavii^ 
little to imagine, — then Gainsborough's best landscape is 
of a very high order indeed. It matters little that at 
times his hand falters, or that this or that symbol of his 
alphabet is shaky and ill formed, when his message as 
a whole is clear. Let any student interested in Gains- 
borough's landscape spend half an hour in front of the 
large ** Watering Place " at the National Gallery, where, if 
the light be good, he will see the painter at his best 
It is true that drawing in the foreground is hardly 
attempted, that the trees are of no particular species, 
and that the austere student of natural fact may place 
his finger upon a score of passages at variance with his 
own knowledge of nature. And yet the trees group 
themselves into masses full of the true mystery of tte 
woodland ; the cattle and goats solace themselves in the 
water in an atmosphere which conveys the very essence 
of a sultry afternoon of a late English summer ; the true 
dignity of lowly humanity and labour appears in the 
group of peasants ; and the whole scene is redolent with 
the spirit of the solemn pastoral which has been the 
inspiration of so much that is precious in English art and 
letters. 

The backgrounds of many of his portraits must be 
reckoned as a very important part of Gainsborough's 
landscape, where the finer qualities of his imagination 
appear often to the highest advantage. Many of these, 
as Sir Walter Armstrong points out, are very reminiscent 
of Watteau, and it is interesting to q)eculate as to a 
source of inspiration common to these two g^eat artists. 
Watteau died five years before Gainsborough was bom, 
and it seems a far cry to discover the same sources of 
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inspiration in the bringing up and environment of the 
two men. It is difficult also to know how the English- 
man could have come under the influence of the 
Frenchman, for Watteau's paintings, which are rare 
enough in England at this time, were certainly not more 
common in Gainsborough's day. There remains the 
possibility that some slight influence of Watteau and his 
school may have reached Gainsborough through the 
medium of the French engravers. Most of these artists 
who perpetuated the designs of the great Frenchman, or 
of Lancret and Fragonard, had finished their work by the 
time Gainsborough's artistic intelligence was ready to 
receive their message. Some of them, like Baron and 
Ficot, worked in London during his time. Certainly, 
many of Gainsborough's backgrounds are reminiscent of 
such subjects as *^ Sous la Feuill^," " I'Entretien dans la 
Pare," " Partie Champ6tre," " 1' Accord Parfait," « Plaisir 
Pastoral," and many others as rendered by Baron, Tardieu, 
Cotin, and Picot, and it seems plausible at least that 
Gainsborough's fancy was moved to a similarity of ex- 
pression by the work of some of these men. 

Failing this means of contact between Watteau and 
Gainsborough, it is still quite possible that the senti- 
ment of the landscape of both was the expression of 
the feeling which pervaded cultured Europe during 
the eighteenth century, and appears in so much of its 
literature as well as in its pictorial art — the cultus of the 
grove and the shade. That century was the age of 
Phyllis and Strephon, who tripped and simpered through 
very attractive surroundings, until the outrageous tempest 
of the Revolution levelled their bowers for ever. The 
more robust taste for the wilder aspects of natural 
scenery waited for a later generation, and found expres- 
sion perhaps for the first time in England in the writings 
of Wordsworth iand the painting of Turner. It may be 
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that the Arcadian character of much of Gsdnsborough's 
landscape was due to an unconscious expression of tbe 
feeling that pervaded his own times. 

If we have dwelt at undue length upon Gsunsborough's 
work in landscape, it is because until lately his great 
merit as a landscape painter has been little insisted upon, 
and also because his greatness in portraiture is so obvious 
as to need little comment. In considering his work as a 
portrait painter, there is no necessity to invoke any far- 
fetched theories of art, or to seek in his portraits any but 
the plainest of messages. So far as one can judge, the 
man himself was almost without theories of any sort 
The only known views of Thomas Gainsborough in artistic 
matters are contained in a few phrases of his familiar 
letters, which record his sound ideas as to the value of 
figure in landscape, ''to create a little business for the 
eye to be drawn from the trees, in order to return to 
them with more glee " ; his distrust of his own powers in 
historical painting, amply justified by what he saw of the 
attempts of some of his contemporaries in the grand 
style ; and his veiy shrewd advice to Garrick as to the 
artistic aspect of his stage management, where he told 
him, in matters of colour, to '' steal back into the mild 
evening gleam and quiet middle term," and in matters 
musical to provide '' more harmony and more tune, and 
split that cursed fife and drum." Unlike Re}molds, 
therefore, whose Discourses are a stumbling-block to critic 
or biographer who should seek to reconcile them with his 
work, there are no theories of Gainsborough to be sought 
for in his pictures or explained away in his writings. 

In contrast with his later landscape, Gainsborough's 
portraiture is purely objective, and was directly inspired 
by what he saw or felt in the features of the man or 
woman who sat before his easel. This object to paint 
from was clearly necessary to Gainsborough at all stages 
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of his career. We have his own letters to Garrick con- 
cerning the idealised portrait of Shakespeare to show 
that he was bewildered whenever he relied upon his 
imagination in painting the figure. There is absolutely 
no literary quality in his work ; it tells no story, and 
appeals to no emotions. It is clear that the painter 
waited for the inspiration of the moment to be supplied 
by the personality of the sitter before him. Consequently 
we are never to think of him as pondering over the 
design of his canvas or taking counsel with his patrons 
as to its arrangement, as Reynolds did in preparing 
such compositions as the " Graces decorating a Term of 
H3anen." He appears to have taken little thought 
about composition; certainly he was without any pre- 
conceived ideas as to that part of his art, and all the 
recipes of the academic tradition were unknown to him. 
A sitter came to his painting-room : if he or she were 
an ordinary subject, or the painter was not in the mood, 
an accomplished and soundly painted portrait was the 
result, always treated with refinement, and generally 
showing that almost inspired ability in the management of 
material which his own genius had evolved from the early 
teaching of Frank Hayman. Hundreds of portraits of 
this character exist to show us the aspect of Gainsborough's 
art which he himself described as *' journeyman work 
in the face way." Often from some points of view these 
were failures, and without any of that extraordinary sym- 
pathy with his subject which distinguishes all his best 
work. As portraits, too, they were often unsatisfactory. 
The canvas which passes for the head of Sheridan 
is an absolute failure, regarded as a presentment of 
the individuality of that extraordinary character which 
inspired Reynolds in the painting of one of his finest 
portraits. Thicknesse indeed declares that Gainsborough 
was conscious of his failure to paint Garrick and Foote, 
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and that he characteristically taxed the painter with his 
failure. ^When I expressed my surprise," says the 
Governor, ** tiM he should have done so," he instantly 
replied, ' Rot them, for a couple of rogues ; they have 
everybody's faces but their own.' " He was certainly the 
worst of copyists ; he professed himself unable to make 
a presentable copy for himself of his own portrait of 
Garrick. *^ Not one copy can I make which does not 
resemble Mr. Garrick's brother as much as himself.'^ 
None of his portraits of Garrick, with the exceptkm 
perhaps of the Stratford-on- Avon picture, can be accepted 
as wcMrthy of the subject ; they all fail in comparison, not 
only with those of Reynolds but with those of modi 
lesser men like Zof&ny. 

If, however, the beauty, or the pathos, or the dignity, 
or the gentility of his sitter aroused his interest, the 
springs of his imagination were unsealed in a moment, all 
the poetry and sympathy of his nature were brought into 
play, and there was added to the treasures of his time and 
his country one of those spontaneous creations of Thomas 
Gainsborough which are the glory of the British school 
of painting. Scale had nothing to do with this result, 
subject almost as little, nor the period of his art at whidi 
such inspirations came to the painter. He hardly ever 
surpassed the Lady Mulgrave and the Gainsborough 
Dupont, both works unimportant in point of size, but 
presenting the feminine charm of the high-bom English 
lady and the promise and attractiveness of the English 
boy as they have seldom been presented l^ another 
hand. The touching record of the beauty and pathos 
of old age in the Admiral Hawkins was painted quite 
early in the painter's career, as was Lord Sackville's 
superb canvas, in which so much of the pathetic beauty 
of Elizabeth Linley is preserved. Sometimes some 
utterly unpromising subject would enlist the painter's 
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sympathy, and produce a masterpiece like the Ralph 
Schomberg of the National Gallery. 

One thinks usually of Gainsborough as the painter 
of the single figure or of the head alone ; and it is in such 
subjects or in the more simple groups that his genius 
appears to the best advantage. He seldom attempted 
the more elaborate compositions which Reynolds treated 
with such ability in the Marlborough Family or the 
Dilettante Groups. An exception perhaps is the group of 
the Baillie Family in the National Collection — a picture, 
however, which depends less for its success upon the art 
of its composition than upon its presentment of feminine 
and childish beauty, its superb colour, and its faultless 
execution. As a portrait painter Gainsborough was 
certainly at his strongest when his imagination was 
touched by the charm of a restricted subject and left 
undistracted by the consideration of too many figures, 
as in such typical portraits as those of Mrs. Sheridan or 
Mrs. Robinson or Mrs. Graham, or of the simple group 
with a common lot and life like Squire Hallett and his 
young wife. It is in such compositions as these that the 
real Gainsborough appears, where all the resources of his 
sympathetic nature were employed to produce the perfect 
picture. The figure decided upon, its proper setting was 
produced by the unerring taste of the painter. Here 
were no classic accessories or robes in the grand gusto, 
but the habit of the men or women in which they lived, 
and the surroundings in which they passed their lives, 
pervaded with an atmosphere which seems almost the 
emanation of the subject itself. Thus we see the stately 
Mrs. Graham in architectural surroundings which were 
the attributes of her position ; Mrs. Sheridan and Perdita 
Robinson sitting in landscapes which enhance the 
melancholy quality of their beauty and their history; 
courtly trees crowding to make a shade for lovers like 
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Hallett and his bride, or little Cumberland and his 
Duchess. 

It remains perhaps to glance very briefly at Gains- 
borough's technical equipment, which we have already 
followed pretty closely in tracing his artistic career. We 
have few particulars, of his practice, and lack altc^ether 
those voluminous memoranda of experiment in mediums 
and pigments which Reynolds left behind him, and which 
resulted so disastrously to the permanence of his work. 
"When Gainsborough's sitters left him," says Fulcher, 
" it was his custom to close the shutter, in which was a 
small circular aperture, the only access for the light, that 
he might sacrifice all the detail in his work which he 
deemed unnecessary or injurious to the general effect" 
He was very careful, as we know, in his directions to his 
friends as to the hanging of his portraits at proper 
distances from the spectator, and had strong views as to 
the unimportance of surface finish and of the distance at 
which his work should be viewed. As he very justly 
said, pictures were not painted to smell at. Smitii 
gives some particulars as to his method of securing the 
qualities of correct plane which are characteristic of his 
work. '' I was much surprised to see him sometimes 
paint portraits with pencils on sticks full six feet in 
length, and his method of using them was this: he 
placed himself and his canvas at a right angle with the 
sitter, so that he stood still and touched the features of 
his picture exactly at the same distance at which he 
viewed his sitter." 

This is practically all we know of Gainsborongfa's 
practice, apart from the testimony of the work itself. 
Certainly, Gainsborough never worried himself about such 
chemist -shop arrangements as constantly engaged the 
attention of Sir Joshua Reynolds: his inspiration was 
too sudden and his execution too spotaneous to leave 
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time for him to ponder over paint skins and gallipots. 
He was thinking always of the subject presented rather 
than of the manner of its presentation ; and so, as time 
went on, he discarded pigment after pigment, eschewed 
the heavy tones of his middle period, until his work 
often presents little more than a monochrome, but a 
monochrome full of suggestions of harmonious colour 
and permeated by a glowing luminosity. To use an 
illustration from a sister art^ Gainsborough's colour at 
its best vibrates with those simple harmonies which a 
good musician knows how to produce from the combina- 
tion of a few notes in a chord ; even his management of 
a single tint reminds one at times of those ineffable 
vibrations which the competent violin player produces 
from the single string. It was this economy of means, 
combined with the unerring dexterity of his execution, 
that made Gainsborough one of the great colourists 
of all schools, and the purest colourist perhaps of all 
times. " Gainsborough's power of colour," wrote Ruskin, 
'' is capable of taking rank beside that of Rubens ; he is 
the purest colourist of the English school ; with him, in 
fact, the art of painting did in great part die, and 
exists not now in Europe. In management and quality 
of single and particular tint, in the purely technical part 
of painting, Turner is a child to Gainsborough. His 
hand is as light as the sweep of a cloud, as swift as the 
flash of a sunbeam. He never loses sight of his picture 
as a whole. . . . In a word, Gainsborough is an immortal 
painter." 

As a portrait painter Gainsborough shares with 
Reynolds the gratitude of later generations for having 
preserved for them the personalities of so many of his 
eminent contemporaries. As Johnson said, none the less 
eloquently because his powers of appreciation of art were 
limited, the portrait painter succeeds in quickening the 
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aflection of the absent and continuing the presence of 
the dead. It is difficult to exaggerate the value of tibat 
last attribute of the work of those two great men for 
ourselves, or to imagine the state of our knowledge of 
the personalities of the great figures of their times, apart 
from their eflforts. The beneficence of their labour 
- widens with each development of pictorial printing, and 
to-day there need be no cottage in the country without 
an adequate reproduction of one or other of their 
gracious presentments of their contemporaries. Gains- 
borough we hold to have been less reliable as a mere 
recorder of features than Reynolds, whose art was 
altogether more contemplative and less spontaneous. 
But he still painted many notable canvases, which help 
to complete the pictorial record of the humanity ct 
his times: Pitt, Burke, Fox, Clive, North and Wind- 
ham, Hood, Rodney and Howe, Johnson, Whitehead, 
Pennant and Blackstone, with many others from his 
pencil, are all very stately figures in our national 
portraiture. 

No adequate list of Gainsborough's completed works 
has yet been published; such is perhaps at present 
unattainable. The best, indeed the only list with any 
pretensions to fulness, is that of Sir Walter Armstrong. 
This would attribute some seven hundred portraits to 
the painter, including replicas, and perhaps a couple of 
hundred landscape and subject compositions. But the 
absence of satisfactory titles to so much of Gainsborough's 
work, and the difficulty of comparing one canvas with 
another, have probably led to the duplication of many 
subjects. On the other hand, there are certainly many 
omissions of pictures mentioned in letters and memoirs 
as having been painted. Considering the small help 
Gainsborough received from assistants or drapery men, 
however, Sir Walter's list is still the record of a very busy 
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life ; there is little doubt, either, that many other works 
by the painter have still to be identified. 

In taking final leave of the work of this great artist, 
it remains only to recall the fact that, in addition to those 
qualities which enable his portraiture to take its place 
among the greatest of all times and places, it possesses 
a purely native quality, which must always enhance its 
intrinsic merit for Englishmen. With the exception of 
William Hogarth, Thomas Gainsborough remains, and is 
likely to remain, the most distinctively British of British 
painters. The surroundings in which we have seen his 
art develop could scarcely have produced another result 
With the exception of those three years in London, when 
the foreign influence of Lely and Kneller had filtered 
through Hudson and Hayman, and had become in- 
nocuous, Gainsborough was left to draw his inspiration 
from nature alone. His only teachers during his student 
period were the fields and woods of Suffolk, and the faces 
of yeomen and peasants of that same pleasant county. 
Whatever shackles were imposed by the influence of the 
Hudsonian school in those early days, sig^s of which 
perhaps appear in the Vernon and one or two more of 
the Suffolk portraits, were thrown off suddenly enough 
a few years later, when the Foyntz and the Hony- 
wood were sent up to the London exhibition from 
Bath. Such other influence as had any effect upon his 
art was the altogether beneficent spell of Vandyke, 
under which he came at an age when it might 
improve, but could not extinguish, his own native 
individuality. 

Gainsborough, like Reynolds, was happy in gaining 
the applause of his public during his lifetime, and in an 
increasing posthumous fame. His work excited the 
admiration and the enthusiasm of his contemporaries 
from the first year it was exhibited, and it has excited 
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the same feelings in all who have seen it since. The 
real contentions of the critics over the work of Gains- 
borough have been as to his exact place in art in relatkn 
to his great contemporary. Surely this is an unpro- 
fitable discussion at the best ; as well try to detennioe 
the relative places in the poetical hierarchy as sud 
contemporaries as Wordsworth, Keats, Shelley, and 
Coleridge. England was fortunate in having two such 
masters at work at the same time, and it is to the glory 
of the eighteenth century, barren in so many ways, that 
it produced them both : why then seek to exalt one at 
the expense of the other ? Each was the product of 
his own environment and training; neither had the 
academical training which could scarcely have improved 
their art, and might have hindered it. Reynolds spent 
the years of his student period in saturating his mind 
with the traditions of the great art of Italy. Gains- 
borough never left his native country, and painted 
nothing but his native fields and the faces of his neigh- 
bours during the same period, until, at the same age as 
Reynolds established himself in London, he set up his 
easel in Bath. Reynolds accordingly hardly laid pencil 
to canvas without recalling one or other of the old 
masters, or without an attempt to put into practice some 
theory he had deduced from their study ; Gainsborough 
from first to last merely painted what he saw as it 
appeared to his intensely artistic understanding, b 
their best work both appear as the consummate artists 
they were : the training of the one made his range wider; 
the other, within narrower limits, produced work which 
in its degree has scarcely been surpassed in any period 
of painting. To quote Mr. Ruskin, in conclusion : " To 
support themselves honourably, pass the hours of life 
happily, please their friends and leave no enemies, was 
not this all that duty could require or prudence recom- 
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mend ? The two great, the two only painters of the age, 
happy in a reputation founded in the heart as in the 
judgment of mankind, demanded no higher function than 
that of soothing the domestic affections, and achieved 
for themselves at last an immortality not the less noble 
because in their lifetime they had concerned themselves 
less to claim than to bestow." 



CHAPTER XI 

THE MAN 

ANY reader who has accompanied us thus far will 
have little difficulty in forming a mental image 
of Thomas Gainsborough as he appeared to his cqq- 
temporaries. It is true that the record of his personality 
is scanty, and is confined mainly to Thicknesse's artless 
narrative, which is certainly honest, and to Jackson's 
dissertation in the Four Ages^ which is of more doubtibl 
origin. There remain Gainsborough's own few letteis, 
which are the most illuminating of all. These, save in 
a few stray phrases, may be held to confirm the esti- 
mate of the painter's character preserved by his friends. 
Here is the Gainsborough who alternately amused and 
astonished his contemporaries, the Gainsborough of the 
free speech, the brusque manner, and the jaunty devil- 
may-care deportment, the irresponsible eccentric as be 
appeared even to himself. But this is but one phase d 
a complex character. For the other Gainsborough, ''the 
deep-thoughted solemn G&unsborough," as he appeartd 
to Mr. Ruskin, we must turn to the painter's life-work| 
and to a very few remarks of his own, to be discoverod 
by careful search among the more numerous levities of 
his letters. 

To take the superficial Gainsborough first, there is 
little difficulty in building up the image. His personal 

appearance has been described by Fulcher, who, however, 

ato 
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we are to remember, wrote many years after the painter's 
death. His description, nevertheless, may be accepted as 
plausible at least *' In person," he says, ** Gainsborough 
was of a fair complexion, r^^ular features, tall, and well 
proportioned. His forehead, though not high, was broad 
and strongly marked, his nose Roman, his mouth and 
eye denoting humour and refinement, the general 
expression of his face thoughtful, yet not altogether 
pleasant Gainsborough executed several portraits of 
himself, two of which stood in his gallery at the time of 
his death, but with their faces modestly turned to the 
wainscot Miss Gainsborough gave one to the Royal 
Academy ; its members presented her with a silver vase 
designed by West, as a token of respect to the abilities 
of her father." 

It is probable that Mr. Fulcher's description of the 
painter is drawn from one or other of these portraits, 
perhaps from that still in the Council Room at 
Burlington House. Apart from the youthful portrait 
now or lately in the possession of Sir G. Richmond, there 
are three heads of the painter well known either frooi 
the originals or by reproductions. These are the 
Academy portrait; another, also by the artist himself, 
now in the possession of Sir W. Agnew ; and the small 
profile by Zoffany in the National Collection. This last, 
according to tradition, was accepted by his relatives as 
the most striking likeness of the painter. The minia- 
ture presented by Lord Ronald Gower to the National 
Portrait Gallery may be safely dismissed from the list 
of authentic portraits. It represents a young man of 
rather methodistical appearance, utterly at variance with 
Gainsborough's aspect as recorded by himself and by 
ZoHany; and it seems a pity that in a collection the 
chief merit of which is authenticity, it should be so 
confidently labelled as a representation of the painter. 

21 
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We can discover little of the unpleasant expresaon 
which Fulcher notices in either of the three authentic 
portraits we have mentioned. They all present a man 
of a personable appearance and of an obviously forcible 
character, whose general aspect is one of alertness. 
ZofTany's representation is of the earlier date, and pre- 
serves for us a strenuous-looking young man of some 
five -and -thirty years. He might be intently engaged 
upon a canvas, or about to make some effective reply in 
an argument In the Academy picture we have tbe 
man at his work, looking at his subject with the intent 
expression which must have been familiar to hundreds of 
sitters. Sir W. Agnew's portrait is more self-consdoos. 
It is nearly full-face, the eyes are less insistent than in 
the other portraits, the lips are parted, and the face wears 
a half smile which might by a stretching of the tens 
pass as sarcastic. But, to the present writer at least, 
there is no expression in any known representation of 
the painter which is in the least forbidding or un- 
pleasant. 

There are several verbal portraits which preserve for 
us, quite as adequately as his own paintings, that super- 
ficial Gainsborough which we believe was the least 
important part of his personality. Thomas Greene, 
Harry Angelo, J. T. Smith, the solemn Jackson, the 
painter himself, all agree in their representation of tk 
rollicking, swearing, irresponsible, bluff, hearty, impulsive 
good fellow. "Very lively, gay, and dissipated," says 
Mr. Greene, speaking presumably of the early Ipswich 
days. The anecdotes of Angelo and Smith are all to 
the same effect. Gainsborough, in his lighter moments 
at least, was an agreeable rattle, who dominated tbe 
conversation, and was not slow to speak his mind to 
any who opposed him. " His conversation was sprightly 
but licentious," says Jackson, though, for reasons already 
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stated, we do not know that the excellent musician's 
words are entitled to any great weight. " The swallow 
in her airy course never skimmed a surface so light as 
Gainsborough touched all subjects; that bird could not 
fear drowning more than he dreaded disquisitions. His 
favourite subjects were music and painting, which he 
treated in a manner peculiarly his own. The common 
topics or those of a superior cast he thoroughly hated, 
and always interrupted by some stroke of wit or 
humour. He avoided the company of literary men, 
who were his aversion ; he was better pleased to give 
than to receive information." 

This touch, if not lacking a spice of Jackson's rather 
feeble malice, is perhaps not unfair, though Gains- 
borough's intimacy with Sheridan and Beaumont, not to 
mention his adoration of Garrick, seems to suggest that 
the painter found pleasure in the company of men whose 
tastes had a tincture of literature at least, and whose 
conversation might be supposed to include topics both 
common and of a superior cast On the other hand, 
some other writer has recorded a boast of Gainsborough's 
own, that he ** was well read in the volume of nature, and 
that was learning sufficient for him." Certainly we can 
agree with Jackson when he commends the painter's 
epistolary style. " He detested reading," says the 
musician, '' but was so like Sterne in his letters, that if 
it were not for an originality that could have been 
copied from no one, it might be supposed that he had 
formed his style upon a close imitation of that author. 
Gainsborough, so far from writing, scarcely ever read a 
book, but for a letter to an intimate friend he had few 
equals, and no superior. It was, like his conversation, 
gay, lively, fluttering round his subjects, which he just 
touched, and away to another, expressing his thought 
with so little reserve that his correspondents, considering^ 
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the letter as a part of their friend, had never the heait 
to bum it'* 

Some of these qualities do appear in the few lettns 
of Gainsborough's which have survived, though duse 
do not alt<^ether remind us of the artificial Sterne. It 
is also true that Gainsborough's letters and recorded 
conversations preserve little evidence of much reading. 
The expressions of a Shakespearian tinge which occor 
here and there in his letters to Jackson and Henderson 
may well have been acquired by his contact with the 
actors who, from Garrick downwards, were his intimates. 

All accounts of Gainsborough . agree in representing 
him as the creature of impulse, but of impulses which at 
their best resulted in good to his fellows, at their worst 
in some little petulance towards people who wearied or 
offended him. Usually his impulses brought little profit 
to himself, as when he gave a picture to Hamilton for a 
tune on the violin, or scattered his drawings broadcast 
among his friends, who may or may not have appreciated 
them. His enthusiasm for any subject which touched 
his fancy is well preserved in an anecdote of Northcote:— 

"There was a little picture of one of the littk 
Infants of Spain which Mr. Agar had, and with whtdi 
Gainsborough was so transported that he said in a fit of 
bravado to the servant who showed it, * Tell your master 
I will give a thousand pounds for that picture.' Mr. 
Agar began to consider what pictures he could purchase 
with the money if he parted with this, and at last, having 
made up his mind, sent Gainsborough word that he 
might have the picture, who, not at all expecting the 
result, was a good deal confused, and declared, however 
he might admire it, that he could not afford to give so 
lai^e a sum for it" 

It was this habit of hasty action which seems to 
have dominated Gainsborough's dealings with his feUow- 
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men throughout his career. Some fancied slight of his 
views upon the hanging of his pictures led to those 
petulant letters to the Committee of the Academy and 
to the withdrawal of his work from the walls, to his own 
great loss as well as to that of the public The same 
impulsiveness produced all those misunderstandings or 
little contentions with his friends or clients with which 
the record of his life is punctuated. His grand dis- 
agreement with Governor Thicknesse originated in his 
sudden inspiration to possess Mrs. Thicknesse's viol da 
gamba, and to return it when he was pestered for the 
portrait of the Governor which wearied him in the 
painting. Impulses of the most sudden prompted him 
to laugh in the faces of sitters whose features excited his 
sense of the ridiculous, or to impart a ** wipe of the back- 
ground brush'' to finished portraits worth a hundred 
guineas each, when the originals lacked urbanity in 
their address, or were importunate in the matter of 
punctuality. 

But, on the whole, Gainsborough's impulsiveness must 
have endeared him to his acquaintance. Certainly there 
is no record of any malicious action throughout his life. 
His quarrel with the Academy, the incidents of his 
rivalry with Reynolds, the few asperities in his dealings 
with sitters, and his serio-comic relations with Governor 
Thicknesse, are all the faults which can be urged against 
Thomas Gainsborough. These seem no heavy indict- 
ment They are the traits of a man's character which 
have the habit of surviving. One hears less about the 
good ; and yet instances of Gainsborough's good-nature, 
of his feeling for others, of his prodigal open-handedness, 
are not far to seek. A large number of his paintings 
went as presents to his friends-— canvases of no stru^ling 
artist, but of a man whose every hour at the easel was a 
source of tangible wealth, Garrick, Wiltshire, Fischer, 



326 THOMAS GAINSBOROUGH 

Abel, Thicknesse, young Dupont, Hamilton, Henderson, 
as we know, all benefited by some of the best work of a 
man who could earn a hundred guineas at a few sittings, 
and who never lacked sitters. His drawings, too, were 
at the disposal of all who chose to ask for tbem. 
The fact that a man of Gainsborough's industry and 
professional success left but a small fortune is in itself a 
proof of his generosity. 

Nor is it difficult to find evidence of deeper feelings 
in Gainsborough's character. His intimacy with JacksoD 
and Henderson, and his positive adoration of Garrick, 
were free of all taint of self-interest, and were inspired 
alone by affection for the men and admiiation of tbdr 
art. Thicknesse's story of the painter turning bad 
from the play in order to write a bank bill for the poor 
woman in distress at the loss of her lover, was no 
isolated instance of his goodness of heart, but only tk 
echo of many another action of the same kind We 
may call even that most candid of friends, Mr. Jackson 
of Exeter, as witness to the same generous qualities of 
the painter whose foibles he was so careful to record. 
He couples his name with Re}aiolds as '' full of kindness 
to their friends, and general benevolence to men d 
merit, wherever found and however distinguished." Of 
Gainsborough alone he says, *'As to his common 
acquaintance, so to his intimate friends, he was sincere 
and honest, and his heart was always open to eveiy 
feeling of honour and generosity." 

Gainsborough in his own letters is eminently die 
same hearty good fellow that he appeared to Jacksoa 
and Thicknesse; it pleased him to gratify a quite 
harmless vanity in emphasising the rdle both in his 
conversation and correspondence. Nearly all his letters 
to his friends (but none, be it noted, to his sister) contain 
expressions which point to his delight at being accepted 
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as a rather boisterous eccentric. ^Your Grace knows 
that I am an original/' he writes to the Duke of Bedford 
in 1768 ; to Jackson he protests that he is '' the most in- 
consistent changeable being, full of fits and starts " ; that 
he "talks in a red-hot way." He is Garrick's "most 
unaccountable and obedient servant." His letters to his 
intimates are loaded with oaths, which, however, seem to 
lack spontaneity. A man may say " D — ^n this pen " to 
himself, but to record the observation in the written 
letter seems to argue the writer's consciousness of the 
necessity of sustaining his part of the plain - spoken 
rollicking John Bull. 

So too with his allusions to his relations with women. 
If we are to take all his references to this subject, 
especially those passages in his letters to Jackson which 
are not printed, never was such a sad dog. Henderson 
is admonished to profit by the painter's experience in 
London, with sly hints at its completeness — an experience, 
by the by, which must have been gathered in four years 
ending at the age of nineteen. Jackson is bombarded 
with sentences of jocular coarseness on the same subject 
The painter is on fire with every pretty face that came 
to his studio, if we are to take his sentences literally. In 
this particular Gainsborough's bark was certainly worse 
than his bite. Scandal was busy during his time, and 
the painting-rooms of fashionable artists were its favour- 
ite hupting-grounds. Gainsborough's neighbour Richard 
Cosway and his sitters kept half the garbage dealers 
employed for years; even the prim Reynolds did not 
escape. So far as we can discover, there was never a 
word of scandal connected with Gainsborough's name, 
either in his private or professional capacity. He is 
himself his only accuser, and that in a few passages in 
letters to male intimates, in which he was sustaining the 
character in which it pleased him to appear. The treat- 
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ment of women in his work seems the best answer to hb 
self-accusation. Not only is the remotest suggestion of 
coarseness absent from his painting, but no painter has 
ever presented feminine beauty and innocence with sodi 
refinement Re)molds himself is fairly blameless in diis 
respect, but there is in one famous canvas of his a coarse 
passage perfectly intelligible to the male students of Us 
work, of which Gainsborough could never have bocn 
guilty. So we refuse to accept Gainsborough's estimate 
of himself as the irresistible squire of dames. We think 
of him rather as quite a domesticated character, of whom 
Margaret has little to complain, delighted, as one writer 
presents him, to sit by her side when his day's work was 
done, and to amuse himself by producing those slight 
sketches in crayon which are so plentiful, and which she 
very thriftily gathered up from the floor where he threw 
them. 

So again with regard to his attitude towards his 
patrons, we believe that the independence which he 
displays in the subject in one of his letters was very 
largely assumed. ^Damn gentlemen," he says to 
Jackson, ** there is not such a set of enemies to the real 
artist as they are." And yet the patronage of gentiemeo 
and their womenkind alone enabled him to live^ Bnd 
provided the subjects on which his fame as an artist 
mainly rests. Gainsborough was certainly too shrewd a 
man to let any such views as are suggested t^ that 
passage enter into his relations with his sitters. His 
impulsiveness would account for the few anecdotes of his 
brusquerie with some of his patrons, which appear to be 
well founded. But self-interest alone, with the thought 
of Reynolds and Romney as competitors round the 
comer, would keep him mighty civil in their presence, 
whatever his real views. We do not altogether agree 
with Mr. Ruskin, who declared that Gainsborough never 
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freed himself from the superstitious reverence of the 
country boy for the squire ; but we are pretty well assured 
that he held his sitters in proper respect, and that, at a 
time when lineage and gentle breeding had a weight in 
social affairs which is hardly estimable to-day, he was not 
behind his contemporaries in his acceptance of the fact, 
in spite of all his vapourings to Jackson. 

Certainly he was almost childishly delighted by the 
patronage of the Court. One imagines that there was 
little but his high station to interest a man of Gains- 
borough's parts in King George the Third. His Majesty's 
countenance certainly failed to inspire him to his best 
efforts, and once at least he failed to produce even a 
decent likeness of the King. And yet, from what Harry 
Angelo tells us, never was such a witty, shrewd, delightful 
monarch in all the world, and His Majesty's petits jeux 
de motSy which to others have always appeared of quite 
ordinary brilliance, seemed to Mr. Gainsborough of sur- 
passing lustre. The '* Royal progeny," too, as he calls 
the young princes and princesses, were certainly comely 
lads and bouncing lasses, but scarcely, one thinks, the 
superfine beings who left the ideals of the Greeks behind 
in the perfections of their forms and features. Gains- 
borough, in fact, was fascinated by their high station, 
and beheld them in a glamour which magnified their 
attractions. And similarly, although it pleased his way- 
ward fancy to damn ladies and gentlemen to Mr. 
Jackson, refinement and breeding were the chief attrac- 
tions for him in the greater number of his sitters, and, 
instead of being inimical to him as an artist, ladies and 
gentlemen really supplied the inspiration for the best and 
most permanent part of his art. As Ruskin has said, 
one thinks of the lady and gentleman in Gainsborough's 
work first, and of the man and woman afterwards. 

Here, then, we leave the superficial Gainsborough, and 
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turn to seek that other side of his character — \es 
prominent, indeed, but which was the more important 
element in the nature of the man whose life's work is one 
of the most precious of national possessions. So bx 
from being a coarse and sensuous personality, bored to 
death by any but the lightest and most licentious of 
conversation, looking upon women from the standpoint 
of a Rochester, we think of the man who painted Mrs. 
Sheridan and Mrs. Graham, and the "Girl with the 
Pitcher," or little Miss Haverfield, as the man to whom 
women and children were nothing but beauty and 
innocence. To this man beauty itself was a religion, to 
be sought and found not only in palaces and mansions, 
but in every cottage and field. This man sought trath 
and beauty and innocence everywhere, and was prepared 
to see good in everything. This was the Gainsborougji 
who was filled with adoration at the genius and humanity 
of Garrick's art, and who recognised the same qualities 
in the music of poor Mr. Jackson of Exeter ; who was 
fascinated by the " everlasting wondersong of youth " in 
young Henderson and Bannister ; and who laid his honest 
soul bare in rapture at the strains of Bach and Fischer 
and Abel. It was a deep-thinking and sensitive Gains- 
borough who felt these things, and no rattling tom- 
fool ; the Gainsborough who loved tenderly poor Joshua 
Kirby while he lived, cherished his memory after his 
death, and was buried by his side at the last. This is 
the Gainsborough who appears in the few letters to 
Mary Gibbon (and be sure he wrote many others of the 
same sort), who recognised Mary's merits in her struggle 
with the boarding-house, and thought she ought to ride 
to heaven in a chariot ; who told her that religions and 
churches did not signify, " if you are but free from hypoc- 
risy and don't set your heart upon worldly honours and 
wealth"; who was sorely stricken by his daughter's 
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clandestine attachment to Fischer, but said little about 
it, except that he felt sure that Peggy would not treat 
him in the same way. This was the Gainsborough, full 
of pity, whose eyes filled with tears at the Governor's 
mention of the distress of a poor woman, and who could 
not enjoy the play until he had tried to relieve it by 
a gift of money; the Gainsborough, too, who in his 
years of prosperity never forgot poor Scheming Jack at 
Sudbury. 

* It is this Gainsborough who appears in his life's 
work, where surely the true personality of the true 
worker must at the last most truly appear. There we 
find the Gainsborough to whom beauty and refinement 
were the true realities; the painter of childish inno- 
cence, the respecter and not the lover of women ; the 
deep-thoughted solemn Gainsborough of whom Ruskin 
speaks, who threw the glamour of his own sincerity 
about all that he painted, and transfigured it by his own 
great qualities in the process. It was such a man, and 
not the self-accused ribald of the Jackson letters, who 
painted Elizabeth Linley and Mrs. Sheridan and Mrs. 
Graham, who immortalised the beauty of poor Perdita 
Robinson, suggested all the pathos of her history, and 
yet gave no hint of her frailty. 



THE END 
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Atldnscm (T. I>.). A SHORT history 

OF ENGLISH ARCHITECTURE. 
With over aoo lUiulFatloiis bv the ^ithor 
and others. Fc»p. 8tv. 3<. 6<L tuL 

Anften (Jane). PRIDE AND PREJU- 
DICE. Edited by E. V. Lucas. Tmo 
Volumes. Small Pott ivo, Eackvolumet 
clothy It, 6d, net, ; leaiker^ at. 6d. net, 

[Little Library. 

NORTHANGER ABBEY. Edited by K 
v. Lucas. Small Poit ^vo. Cloth, it, 6d, 
net, ; leather, 9t. 6d, net, [Little Library. 

Bacon (FtanclBK THE essays of. 

Edited by Edward Wright. Small Pott 
Zvo, It, 6d, net; leather, at. &£ net 

[Little Library. 

Baden-Powell (B. ft. 8.), Muor^enenl. 
THE DOWNFALL OF PREMPEH. A 
Diary of Life in Ashaoti, 1805. With ax 
Illustrations and a Mapb TlUrd Edition, 
^etff^ Cyowtt voo, or* 
A Colonial Edition is aho published. 

THE MATABELE CAMPAIGN, xSQd. 
With nearly 100 Illus t ratio n s. Fourth and 
Cheaper Jsdition, ^ Lar^e Crown Zvo. tt, 
A Colonial Edition is also published. 

Balcar (W. O.}. M.A JUNIOR GEO- 
GRAPHY EXAMINATION PAPERS. 
FeaP, Sevi zt, (Junior Exam. Series. 

Baker (Jnlian I..).f!i.C., F.cs. the 

BREWING INDUSTRY' Crown ^w, 
9t, 6d, net. [Books on Business. 

Balfirar (arahamX the life of 

ROBERT LOUIS STEVENSON. Second 
Edition, 7\tto Volumet. Dtmy^o. ay. net, 
A Colonial Edition is also published. 
BaD7(8.B.). A FRENCH COMMERCIAL 
READER. With Vocabulary. Second 
Edition, Crown Z90. at. 

[Commercial Series. 
TRENCH COMMERCIAT, CORRE- 
SPONDENCE. With Vocabulary. Third 
Edition. Crown Svo. at. 

[Commercial Series. 
A GERMAN COMMERCIAL READER. 
With Vocabulary. Crown Bva at. 

[Commercial Serie*. 
GERMAN COMMERCIAL CORRE- 
SPONDENCE. With Vocabulary. Crown 
Bto. • at, 6d. [Commercial Series. 

Banks ^llsalwtb !..> THE AUTO- 

BIOGRAPHY OF A 'NEWSPAPER 

GIRL.' With Portrait of the Author and 

herDoir. Second Edition, Crown Zoo, dr. 

A CoIoBial Edition is also imblisbed. 

Baxbam (B. K). THE I NG OLD SB Y 
LEGENDS. SdltedbyJ.aATLAY. Two 



Vohmes, SmaUPoH%i^ EaehtKflmnUt 
chtk. It, 6d, meti leather, •& 6d. net. 

J Little Library. 
_ *Mehalah/etc. 

THE LIFE OF NAPOLEON , BONA- 
PARTE. With over 450 Illustrations b 
the Text, and xa Photogtavura Plates. 
Gilt to6. Zunrre quetrto, 361. 

THE TRAGEDY OF THE CiESARS. 
With numerous lUustrations from Busts, 
Gems, Cameos, etc F\/lh Edition. 
Royal Yno, lu. 

A BOOK OF FAIRY TALES. With 
numerous lUustrations and Initial Lettexs 
by Arthur J. Gaskik. Second Edition. 
Crown otfO. BucMmm, or. 

A BOOK OF BRITTANY. Withnvmexous 
Illustrations. Crown Bvo, 6t, 

Uniform in scope and size with Mr. 
Baring-Gould's well-known bo(dcs on Devoo, 
Cornwall, and Dartmoor. 

OLD ENGLISH FAIRY TALES. With 
numerous Illustrations by F. D. Bbdpord. 
Second Edition. ^ Cr.Jkfo. Buckram, 6t. 
A Colonial Edition is also published. 

T«E VICAR OF MORWE14STOW: A 
BioKr«>by. A new and Revised Kditioa. 
With Portrait. Crown Zvo, y. 6d. 

A completely new edition of the well- 
known bionaphy of R. S. Hawker. 

DARTMOOR: A Descriptive and Historical 
Sketch. With Plans and numerooa IUn»> 
trations. Crown Bvo. 6t. 

THE BOOK OF THE WEST. Wlthnumer- 
ous Illustratiooa. Two vo/umet. Vol. i. 
J>tycia. Second Edition, Vol. 11. CorawaU. 
Second Edition. Crown boo. 6t. each. 

A BOOK OF NORTH WALES. With 
numerous Illustrations. Cmvn Bvo. 6s. 

This book is uniform with Mr. Baring- 
Gould's books on Devon, Dartmoor, ami 
Brittany. 

A BOOK OF SOUTH WALES. With 
many Illustrations. Cr. Svo. 6t. 

A BOOK OF GHOSTS With many Illus- 
trations. Cr. Boo. 6t. net. 
A Colonial Edition is also published. 

BRITTANY. Illustrated by J. A. Wtus. 
Pott 8mi Clotht y. : Uatkor^ 3^. 6d, net, 

[Little Guides. 

OLD COUNTRY LIFE. With 67 Illustra- 
tions. Fifth Edition, Large Cr. 8cv. 6r. 

AN OLD ENGLISH HOME. Withnumer- 
ous Plans and Illustrations. Cr.Zoo, 6t, 

YORKSHIRE ODDITIES AND 
STRANGE EVENTS. Fi/th Edition. 
Crown 8ev. 6t. 

STRANGE SURVIVALS AND SUPER- 
STITIONS. Second Edition. Cr.Zvo. tt, 
A Colonial Edition is also published. 

A GARLAND OF COUNTRY SONG: 
English Folk Songs with their Traditional 
Melodies. CoUeoed and arranged by 
S. Baring-Gould and H. F. SHsrpAiiK 
2>eit^ 4/9. 6tt 
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SONGS or THE WEST: l^wSltioDal 
Ballads mnd S«fin of the West of England, 
with their Melodies. Collected by S. 
Basing - Gould, M. A., and H. F. Shkp- 
PARDy M.A. In 4 Parts. Paris I., II»t 
Ill.f a#. 6d. tack. Part IV. ^ 4*. In Ofu 
Voiuuu. Frtnek Maroceo^ xor. neU 

Barker (Aldred F.X Anthor of * Pattern 
Analysis/etc. AN INTRODUCTION 
TO THE STUDY OF TEXTILE 
DESIGN. With numerous Diagrams and 
Illustrations. Dtmy 8«v. jt. 6d. 

Bariiet<W.B.),D.D. ISAIAH. With an In- 
troduction and Notes. T^vfiVals. Fca^%»0. 
9t. net each. With Map. [Chorchman'sjBible. 

Bamett (Mn. P. A.). A little book 

OP ENGLISH PROSE. Small Pott Bvo. 
Clothf IS. 6d, net; Uather^ 9«. 6d. net. 

[Little Library. 

Ba»m(B.B.K.XM.A. FRENCH PROSE 
COMPOSITION. Crown 8fW. a*, td. 
Key, 3*. net. 

Barroa (H. M.). M.A., Wadhan College, 
Oxford. TEXTS FOR SERMONS. With 
a Preface by Canon Scott Holland. 
Crvnm Zve. %s. td. 

Baatable (0. F.V M.A., Ph>fei8or of Econ- 
omics at Trinity College, Dublin. THE 
COMMERCE OF NATIONS. Second 
Edition, Crown Zve. as. 6d, 

[Social Questions Series. 

BatBoii (Mra. Stepbe^ A book of 

THE COUNTRY AND THE GARDEN. 
Illustrated by F. Carrvthbrs Gould and 
A. C. Gould. Demy %vo. los. 6d. 
A CONCISE HANDBOOK OF GAR- 
DEN FLOWERS. Fca^. 8tw. yt. 6d. 

Beanuai(A.HiUme>. ponsasinorum; 

OR, A GUIDE TO BRIDGE. Second 

Edition, Fcap. 8tw. ax. 
Beard OPT. 8.> JUNIOR ARITHMETIC 

EXAMINATION PAPERS. Second 

Edition, Fcap. 8r4». xx. With or without 

Answers. (Junior Examination Series. 

JUNIOR GENERAL INFORMATION 

EXAMINATION PAPERS. FcaP. 8w. 

XX. [Junior Examination Series. 

EASY EXERCISES IN ARITHMETIC. 

Arranged by. Cr.dv9.¥71tbont Answers, xx. 

With Answers, xx. yL 

Beclcford(Peter), THOUGHTS ON 

HUNTING. Edited by J. Otho Paget, 
and Illustrated by G. H. J alland. Second 



uiper Edition* L>emy Zvo, 6x. 
BecWordCWimam). THE HISTORY OF 



and Cheaper Edition* 

ftckfordCWlUlam). : 

THE CALIPH VATHEK. Edited by E 
Dbnison Ross. Pott Bvo. Cloth, is. 6d. 
net ; leather, as. 6d. net, [Little Library. 
Beecllillg(H.O.XM.A.,Canon of Westminster. 
LYRA SACRA : A Book of Sacred Verse. 
With an Introduction and Notes. Pott 8^. 
Ci,, as.lleather, 3x.6</.[Library of Devotion. 

BelLXDenCJacob). THESUPERSENSUAL 

LIFE. Edited by Bbrnaxd Hoxxandw 
Fcap, ZtfOk ax. 6</. 



Beaoe(HQair0)L PARIS. WidiMaptnl 

Illustrations. Crown 890. 6s. 
BeUot (H. H. L.), M.A. THE K" TER 

AND MIDDLE TEMPLE. WidmaDO^ 

ons Illustrations. Cromn. %ool 6c. net 
See also L. A. A. JOBoa. 
Bennett (W. H.X M.A. A PRIMER OF 

THE BIBLE. Socond Edition. Cnem 

Bv«. 3X. ^d. 

Benseti (W. H.) and Adeoey <W. F.X a 

BIBLICAL INTRODUCrfON. Secooi 
Edition. Cromn Sbwl tx. 6<£ _ , ^^ 

Benaon (Ar6blil£li0PX GOD'S BOARD: 

Communion Addresses. With Introdoctoiy 
Note by Mrs. Benson. Fcap. %oo. ys.6d. met. 

Benson <A.C.X M.A. TEN^nrsoN. witii 

8 Illustrations. Fcap. ^00. Cloth, y.^; 
Leather, as. lui. [Little Biographies 

Benson (B. M.). THE way OF HOLI- 
NESS: a Devotional Commmtary on the 
119th Psalm. Crown five. $*• 

Bernard (E. B.), M.A., Canon of Salisboxy. 
THE ENGLISH SXJNDAY. Fcap. 9bo. 
XX. 6d. 

Bertondie (BaroBesa deV THE life 

OF FATHER IGNATIUS. With Ufao. 
tcations. Den^ %oo. ^ zox. 6m£ net, 
A Colonial ExUtion is also published. 

Betbnne-Baker (J. F.), M.A., FeUow of 

Pembroke College, Cambridge. A HIS> 
TORY OF EARLY CHRISTLAN DOC- 
TRINE. Demy 9oo. zox. ed, 

[Handbooks of llieolonr. 




tion and Not< 



EPISTLE TO 
With an Introdnc- 
Fcap. Boo. XX. 6d. net 
[Churchman's Bibk. 

Bindle7(T. RerbertX B.D. the oecu- 
menical DOCUMENTS OF THE 
FAITH. With Intzoductioos and Notes. 
Crown Svo. 6s. 
A historical account of the Creeds. 

Binyon (Laurence), the death of 

^ADAM, AND OTHER POEM& Second 
Edition, Crown 8tw. y. 6d. net. 

Blair (Robert), the grays : a Poem. 

Illustrated by xs Etchings executed by 
Louis Schiavonbtti, from the orisinsl 
inventions of William Blakb. With an 
Engraved Title -Page and a Portrait of 
Blake by T. Phillips, R.A Fcap. Box 
3X. 6d. net. 

Also a limited edition on large Japanese 
paper with India Proofs and a duplicatesctof 
plates, iy.net. [Illustrated Pocket Libtax^ 

Blake(Wflllam). illustrations OF 

the book of job. In\<ented and 
Engraved b^. Fca^. dvo. %s. 6d. net. 

Also a limited edition on large Japanese 
paper with India proofs and a duplicate set of 
plates. iy.neL [illustrated Pocket libcary. 
SELECTIONS. Edited by M. PsacGim. 
Small Pott Boo. xx. 6d. net ; lemther, sx. 6d. 
net. (Little Lifanu^ 



H. 6d. mt [LibiUT of Dcvatiiui. 

DloCTi n. HurerX m,a. 5HAK1£- 

SF£ABE'S GARDEN. With lUunniioos. 



Dtmyivaii.ivt. BTCcounandDflbf Ktnz. 

Bo<Jr(a«arm),D.D. THE SOUL'S PlC 

GRIMAGE : Devmioniil Keulingi fram 



B.C., F.R.S.E. foltiva. I 

Boaa<6& ■■ "■ ■ 

NITY. 

Notu, by I. W. Stani__ 

Stv. Cifli, u.; JlalAtr. u. 6d. mil. 

[ LibrajT of D«tot»D. 
Borrow (Omts«>. LavenCro. Edited 

br F. HiNDES GioDuc r»« fsbiw. 

SM^iPiillivt. £'uka,ltiKu,cltlk,\i.Sd. 

iHt;ltalhir. II. 6d. ntS. [Lllllc Ijbruy. 
THE ROMANY RYE. EiI^iEd br Iouh 

SAHrsoH. SmtUIPilttvt. Cltlkjii.ed. 

mil: ItMlirr u. lU. nil. [little tibniT. 

AGRICULTURAL 

Tniaslited br J- R. Aims- 
u,U.A. With uilnlraduclkni 
it A. Oumiuu), F.E.S. With 

^/ ""-- °~ '■"^' 



General Literature 



IP. B.),!^ 

(Scoitiib) Hutc 
Sdbbni ■ 



1 llliulnlicat 



TUrd 



EdUitH,. v. 60. 
BotUlUC (0. O.). B.A. JUNIOR LATIN 

EXAMINATION PAPERS. Fcaf. hv. 

SiamJSi/. II. (lunic " ■ - -- ' - 

EASY GREEK EXEF 

Bonlton (S. B.). c 

>ERN LINES. 



V«ir. Fimrlk Ediriim. C. . 

BowmaJlor (E.). THE I 

THE WORKING CLASSES. 
iSoci.LQ„a- 



»^u 



(W.K CHRISTMASATTHEZC 



_ ;X. Illus- 

tnted by E. H. New. Small Ptti Ew. 
Oath, 31. t Itaiitr, u. 6d. ml. 

ILiltlc Guldei. 

THE ENGLISH LAKES. lUuilnlsi by 



latitr, 4j. 6J. ml. 



INCISE HANDBOOK OF 



IlLutnMd. Tkird Ediiin 

•>. U. 

lulEdit 

(Robar) 

THE ] 

WJih iDtroluclioD 

GlirrlH. Smail «« uw. II. Ul. ill. i 
Uallur, u id. tut. |Li»lE Libnrf. 

IOdUaiuI ^nncls T,), CURIOSITIES 
or NATURAL HISTORY. WiiblUui. 



tnliani -Of Hakry B 



Sndn CL 

OP ™i 



_ A W»m«> THE GODS 

^E EGYPTIANa With OTBT 

id DUD]i lUiulruioM. 

mji^a. GOD AND 



LA. With w lUuitrm- 

G . NG. Edited by C S. 

Faun, U.A. SxmlLPttt Siw. Cltlk, - : 
UiltuTj u. 6d. lut. (Libiuy or Dm 



[Uninnit* Eitcnutm Scriei. 

BnnMa joelah). goOps and how 

TO BE THEU. With nuwnw Illiw 
IrMiaiu. Small ^t. 6i. 

Blin»<l.B.J.D.D.,PnbnidaiTofLieb6ehL 
AN INTRODUCTION TO THE HIS- 
TORY OF THE CREEDS. Brmrttv. 
loi.td. [UmndbDOki of llKoiDg*. 

BniU (J. H.), B.D., A MANUAL OF 
CONSOLATION FROM THE SAINTS 
AND FATHERS. Small Pitl tW. 
CIclk, It.; ItaHur, aj. id. lut. 

[ LibTkry of Dvvotkiti- 



JAND FATHERS. Wi[h 

ui introdaclicn and Nolo. Small Pttt 
Bcw. ClaUt.u.l liaIMn 3i.6d.tut. 

I [Libnnr ofDevodpn. 

Imnuid (Blr F. fl.> records and 

REMINISCENCES, PERSONAL AND 
GENERAL. With nuy IlluUiatioiu. 
.DnoBw. TtmVtUmia. THitd EditHm 

A Cdooial Ediika U *l*e pablnhad. 
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JBWBLLERY. WithnuiMRyaft IDoMntioni. 
D$my xfmuf, at. 6d. tut 

[Little Books on Art. 

fiawton (A. J,\ MOROCCO. Beinc a 
bundle of jottings, notes, impressions, tales, 
and tributes. With many Illtistratioiis. 
Demy 8iw. toe 6d. met, 

Deane (A. (U A LITTLE BOOK OF 
LIGHT VERSE. With an Introduction 
and Notes. Small Pott 8fw. Cloik, i«. &/. 
ntti Uathtr^ ag, 6d. tut. [little Library. 

DelboiCLaoiDi THE METRIC system. 

Crown %V0. sf. 

DemoBthenes r THE OLYNTHIACS 

AND PHILIPPICS. Tianslated upon a 
new principle by Otho Holland. Crowm 
8e». 91. 6<£ 

Demofthenes. AGAINST CONON AND 
CALLICLES. Edited with Notes and 
Vocabulary, by F. Daxwxn Swipt, M.A. 
Fcap, 8cw. M. 

Dickens (GhaxletX 

THE PICKWICK PAPERS. With the 43 
Illustrations by SsvMouit and Phiz, the 
two Buss Plates and the 3t Contempocary 
Onwhyn Plates. ^ jr. 6d. net. 

This is a particularly interesting volume, 
containing, as it does, reproductions of very 
rare plates. [Illustrated Pocket Library. 

INlOkinMmOBmilT). POEMS. First Series. 

C f V W H 8CV. Ai, Ool M£tm 

Dlddnson (O. L.), M.A.. Fellow of King's 
College, Cambridge. THE GREEK VIEW 
OF LIFE. TkTrd Bditiam, Crown Zyo. 
as, 6d. [University Extension Series. 

DickMm (H. N.), F.R.S.E., F.R.Met. Soc 
METEOROLOGY. Illustrated. Crown 
Zvo, at.6€L [University Extension Series. 

JMlktt (Lady). BnUej (Kiti), and Wliltt«y 

CHiu). WOMEN'S WORK. Crown 
Biw. Si. 6d, [Social Questions Series. 

DUlon (Edward). PORCELAIN. With 
manv Plates in Colonr and Photogravure. 
WuU Royal bvo, ass. net, ^ 

[Connoisseurs Library. 

X)lt6Ilfltid(P.HAM.A.,F.S.A. ENGLISH 
VILLAGES. Illustrated. Crown Boo. 6s. 

THE STORY OF OUR ENGUSU 
TOWNS. With Introduction by 
Augustus jBsaopp,D.D. Seemid Edition. 

OLD ENGLISH CUSTOMS: Extant at 
the Present Time. An Account of Local 
Obsemuices, Festival Customs, and Ancient 
Ceremonies yet Surviving in Great Britain. 

_ Crown Bvo, 6s. 

Blxon (W. U.\ M.A. A PRIMER OF 
TENNYSON. Sgcond Edition. Crown 
Bvo. as. 6d. 

ENGLISH POETRY FROM BLAKE TO 
BROWNING. Second Edition. Crown 
8m, •#• 6d, [Uoiversity Extwision Series. 



DOto or. H.) FAMOUS COMPOSERS. 
With Portraits. Two Vohumes. Demj 
%90, xas, net. 

Dowden (J.X D.D.. Lord Bishop of Edin- 
burgh. THE WORKMANSHIP OF 
THE PRAYER BOOK: Its litenBy 
and Liturgical Aspects. Second Editiem. 
Crown 9v0. y.&i, (Chtundman'slibniv. 

Dztrer (8. B.X I>.D. , Cuion of Christ Cbiach, 
ReginsProfessor of Hebrew in theUnivcaty 
of Oxford. SERMONS ON SUBJECTS 
CONNECTED WITH THE OLD 
TESTAMENT. Crwwn^vo. 6s. 

THE BOOK OF GENESIS Widi Nols 
and Introduction. Second Edition. Demy 
8p». zot. ^d. rWestminster Commmtaiicfc 

Dngnld (CbarlMX City Editor of the 
Mormng Post, author of the * Story of the 
Stock Exchange,' etc THE STOCK 
EXCHANGE. Second Edition. Crown 
Sew. as. 6d. net, [Books on Buwnfta 

Dimcaa (8. J.) (Mrs. CotxsX Author of 
*A Voyage of ConsoUcioD.' ON THE 
OTHER SIDE OF THE LATCa 
Second Edition. Crotondvo. 6s. 

DnnnCJ. T.X D.Sc.,aiid MniidtflaCV. M 

GENERAL ELEMENTARY SCIENCE. 

With 1x4 lUustxatioiis. Crawm 9vo. 3*. 6^ 
Dnngtaa {A? B.), RSc. See W. T. Clougr. 
JKurbamOluBuloO. A report on 

CANADA With an lotzodnctoiy Note. 

Denn 8«». ns. 6d. net, 
DoMCW. A.X NORFOLK, ninstntedbr 

B. C. BouLTSX. Small Pott 8iw. CM, 

9x. : leather, 3s. 6d. met, [Little GtadeL, 
A POPULAR GUIDE TO NORFOLK. 

Medimm Boo. 6d, meL 
SUFFOLK. Illustrated bv J. Wtub. 

SmuUlPott 89V. Clotk^ 3c ; leatker, 3S.6J. 

net. (Uttle Guides 

THE NORFOLK BROADS. With 

coloured and other Illustrations by Fkamic 

SouTHGATB. ZofV* Z>en^ Sew. ais. net 
Bail«(Joll]|), Bishop of SalisbutT. MICRO- 

COSMOGRAPHlE, ox A PIECE OF 

THE WORLD DISCOVERED; i» 

ESSATBS AMD ChASACTMKS. Post l6mO. 

at, net. [Rarios. 

Reprinted from the Sixth Edition pub- 
lished by Robert Allot in 1633. 

Bdwarda (ploment). RAILWAY 

NATIONALIZATION. Crown 9oo. 
as. 6d. [Social Questions Series 

BdwaidflCW.&oQglasX commercial 

LAW. Crown Bvo. as. 

[Commercml Sencfc 

Bgaa (Pteroe). LIFE IN LONDON, ob 

Thb Day anp Night Socnks op Jbkkt 
Hawthorn, Esq., and his Euecamt 
Friend, Corinthian Tobc With 36 
Coloured J'lates by I. R. and G. Cruik- 
BHANK. With numerous designs on wood. 
Pca^, Bvo ^ 6d. net. 

Also a limited edition on large JsMoutt 
papeci jofciM/* [lUnstratedPoacetLAfanuy 
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——, (F. JJ, D.D. 5h Btkbiuw 

HWMlWia U. L.). CHAKLES JAUES 
FOX ; A Kocnpkical Study. D^ Bar. 

Htumay CD.}. A short histoky of 

THE ROYAL NAVY, Fiom Kaiilt 
7W VtimwuM. Dn,^ Hm,' jt.6d. mM! 

INAS 
WISl 
BVA 31. U. nml. 
Eara.<l. I.). M.A. THE CONSTRUC- 
TION OF URGE INDUCTION COILS. 
Willi nnnuiaui Diumsw. DtmrUt. 6i. 
HullMII (CUSordl. READING AND 
READERS. Fcmf, Bw. u. lU 

EftwUumM (NftQiAiilal) 

BHUii 

Hrtlo 1 

SHIP. T.___ 

V. M. diLWraiu). Fa^int 

•HWdUMm (B. W.)/Tjlg.. 

Collcgt, Oiford. ^HE LIFS AMD 
PRISCIPATE OF THE EMPEROR 
NERa With lUiutrUinnl. t/^ mnd 
dumttT iuut, Dimy int. m. 6d. ml. 

-— ■ — -m (T. r.). St Liltle Lit™T«Dd 



HenlCT (W. B.) and WUblar (0.). S« 

^Melfimn'. H.lf-Crown LibnJy. 
HanwIllB. H.),B.D., Canon OF Wutmiiulcr. 
APOSTOLICCHRISTIANITV: Ai llliu- 
d b]r ih* EpiiUa or St PuJ li ' 



DISCIPUMS AND LAW. Fti^ Sh, 



STUDIES IN SAIH1 



BOER FORCES. ^ 
SmmJijihni. Cn.. 

A ColooUl Ediligo i> _ , 

EobjLOiua OaaUsi, THE BRUNT or 
TMEWARTWitii kUp uid UhottMiau. 

A Colonial Edition Ii ilio pubUakkt. 
OblWHlI.TJ. Killowof dec., OxfHd. 
THE THGOKV OF KNOWLEDGE. 
Dim}i 8(1*, lot. 6^ Mit. 
HobMmlJ.A.), H.A. INTERNATIONAL 
TRADE ; A Studvof Ecmoinic PiwdplM. 
Cmn t(v. H. & M^ Sm «ln EmiJ 

Kl^!^|n°(T.l, D.CX. 3m Lwda ff 

">l«Oil «». A. W> HOW TO 
IDENTIFY OLD CUlUESS PORCE- 
LAIN. Paltm. f. 

Hock (TliomM Jannon). SHELLEY 

JIT OXFORD. With - - ■ ■ 

R. A. STIBATrwu 

Holdav-Stcna (0. 



Boldloh lUr T. K.), K.CI.X. 

INDIAN BORDERLAND : L_ 
PmDUl Sooml of TwtntT Vtmn. 



. .. _,, THE 

BORDERLAND: ^bu ■ 



BaKmnBtb (W. ■■). U-A. A HISTORY 
OF ENGUSH LAW. /■ Tto* VtlmaHi. 
yiJ. J. Dim^tat. i.f.U.tul. 

*S9>tmiUr). 1'HE SECRBT OF POPU- 
UIRITY. Cmntrt. v^t*- 
A ColwUl SdittM ii *b»> pobliAri. 

""V?*** (O* J-1- Sm SocUl QiMMtoni 

HOMOi&aftBlal J.). SMAntiqauyRBoita. 

Hovinar. Sm Uiik G*URln. 

Horaoe. Sec ClaHkiil Tnuulationi. 

" (X.L.a),M.A. WATXSLO*: 

in ud Criticiut. WUk Pluu. 
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<BonM a.), THE NEW 
FOREST. Illoftrated in colour with 
«e PSctnret hf Waltbk TrvnAUt and 4 
hf If i« LucT KsMP Wblch. Lmrgt 
Amy 8m. aii. met, 
Bnfeloa (A. W.), M.A See Leaden of 
ReUdoo. 

Bnnoa (Bdmtfdk THE CITIES OF 

UlfBRlA. With muxf lUnstxatioDB, of 
1HuchaoareinColoar.b7A.P1SA. Ctvwm 

ENGLISH LOVE POEMS. E^ted with 

an latrodncttoa. Fmj^. 8cv. 3«. 6d, net 
RattOft (E. HJ. See Leaden ofRelifioo. 
BatlOttrir. &). M.A. THE LIFE OF 

SIR THOM^ MORE. With Portndts. 

Ste0md Sditwm. Crwmm 8«0l 5*. See aJeo 

Leaden of Relifkm. 
H^««t or. AKA SHORT HISTORY OF 

FLOiUCNCB. iTMwySew. 7*,6d.mt. 
IbMa fHMXlkK BRAND. A Dnuna. 

Tranalated hf Wiluam Wilsok. Third 

JStUH^m. Crmmdm. y.6A 
tan (W. B.). M.A, Fellow and Totor of 
^ertfoid College, Oxford. CHRISTIAN 

MYSTICISM. The Bamptoo Lectnret for 

»ty9> Ztoy tfw. xas. uL net, See abo 

Library of Devotion. 
InilMULDAM.A A HISTORY OF THE 

BRITISH IN INDIA. With Mapa and 

•ENGLAND UNDER* THE TUDORS. 

With Mum. Dmnh^ to». sot. 6d, mt 
VMkMBTO. B.). B.A.. Sdeooe Master at 

Biadford Gtanunar School EXAMPLES 

IN PHYSICS. CfvwmBM. sr. 6dl 
^MkBOII<t.),M.A. See CoouMKial SerieiL 
JatikfOn CP. H«ni11tflHX See The Little 

Goidee. 
^MOb (P.), M.A See Junior RTamination 

Seriet. 
Jmuw < J. tMpHni). See Sodal Qoertioiis 

Series and BoBinese Booki. 

Jta!k«vi<|>.Chrni)L DOLLYS theatri- 
cals. Described and lUoatrated with 94 
Coloured Pictures. Su^erReymi t6fme. 9s.6d, 

^•Bfei (EX M.A.. Reader of Law In the 
UnivenityofOxM. ENGLISH LOCAL 
GOVERNMENT. CrvomSM 9t. 6d. 

JAniMr (Kn. E.). See Little Books on Art 

Jmmm (AUfOlltliaX D.D. See Leaden of 
Rdnjpon. 

Jwwma <F. B.K M.A., LittD., Principal of 
HatMd HalU Dorham. See Chmdiman's 

' LiVraiy mmI Handbooks of Theology. 

JOhamaCrs.Barliftm). WILLIAM BOD- 

HAM DONNE AND HIS FRIENDS. 

With nhitiB liens. JDyMQrSM. xm.6d.iut. 

jqJ Mtl Pto K. H.I, ILCB. BRITISH 

CBHTBAL AFRIOL ~ 

Illuwii i#uw am 

la«i u.6d, mH. 



JOBM(H.y. See Commercial Seriet. 

BdlOt (Hiuai a. £}. THE MINER? 
GinDB TO THE COAL MUrSST 
REGULATION ACTS. Cmmi Sm. 

ar. 6d, met. 



JOHflOn (Ba). 

Library. 

jQlUoi ajiM_of VorwidL rxvela. 

TIONSOF DIVINE LOVE. Edited hj 
GiACB Wakxack. CrvwmBm. 3L6d. 

JliyaiiaL See Clasriral Tranalatioos. 

XanfinmiinJlL). SeeSodalQueatkintSefki 

BMttlBS (X. P.). D.D. THE AGAFE 
AND THE EUCHARIST. Crvmm 8hl 
or. 6d. 

XMlta(J(dlIl). THE POEMS OF. Edind 
with Introduction and Notes fay E. de SdJa- 
oonrt, M.A. Z>«Mrf Sov. jt. 6d. mt See 
a boLitt k Uhnryaod Mcdiaen's Uninail 

KAUtoTTolm). THE CHRISTIAN TEAS. 
Withan Introduction and Notes by W. Lool 
D.D., Warden of Keble College. lOunaiMl 
by R. Annimc Bkix. ThirdRdttwu. Fcm^ 
8ev. jr. 6d. ; padded wtorpcc*^ s*- Seeaho 
Library of Devotion. 

BSnnpis rnioiiias A). THE imttatiok 

OF CHRIST. With an Introdocdoa hj 
DbanFakras. IllastnitedbyCM.GKii. 
TJtirdSditiem. ^r^.8sw. y.6d,i^edM 
mervece, 5«. See also Library of DerodoB 
and Methuen's Standard Library. 
Also Translated by C.BzcG»D.D. Cnm 

Eeone^' (Bart). THE GREEV 
SPHINX. CrvwM 8e». yt. ed. met. 

Ktmiady (Jmum Booglitdfli), D.D., Asrist- 

ant Lecturer in Divinity in the University of 
Dublin. ST. PAUL'S SECOND AND 
THIRD EPISTLES TO THE CORIN- 
THIANS. With Introduction, Diasertalias 
and Notes. Crvwm 8w. 6r. 

EosWU (J. D.K THROUGH SHOT AND 

FLAME : Being the Adventures and Bi- 

perienoes of J. D. Kestbix, *'^«n|>" to 

General Christian de Wet. C^vmslea. tfi. 

A Colonial Edition is also puUisbed. 

ElmmlTH (C. W.), M.A. THE CHEMIS- 
TRY OF LIFE AND HEALTH. lOov 
trated. Cfvwm 9ve. ar. 6d» 

mntf al» (A W.). See Little Libniy. 

XlpBiis (Eaajard). Barrack-ROOM 

Ballads. 'nrdTkauemmd. Crmvm9e$. 
TmeeUjhMtt Ediiiem, ts. 
A Colonial Edition is also published. 
THE SEVEN SEAS. 6amdrJkemsmuL TkaA 
EdUiem. Crvmm 8m, rilt tep. 6f. 
A CokMdal Edition IS also pobliabed. 
THE FIVE NATIONS. 4ir/ Thememd. 
Seeemd EdMem. Crvmm^me^ 6c 
A Colnial BcStion isa^jMibUsbad. 
DEPA R T MEW TAL D IlTife SixtemA 
Kifftitn Crmem^m. iTTJi— ■. €e. 
A Oafenial Editkm fa also pnbiidied. 



General Literature 
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ttOWUSIf (S. XX M.A, FkoieiMr of N«w 
Testament Exegesis at King's College, 
London. See Westminster Commentaries. 

Lamb (CDiarlefl and Mazy), the WORKS 

OF. Edited by £. V. Lucas. With 
Numerous Illustrations. InStotnV^lmmu, 
Demn Bpd, js. 6d, §ack,- 

THB LIFE OF. See E. V. Lucas. 

THE ESSAYS OF ELIA. With over zoo 
Illustrations by A* Gakth Jomss, and an 
Introduction by £. V. Lucas. J^my Gv^. 
lor. 6d, 

THE KING AND QUEEN OF HEARTS : 
An 1805 Book for Children. Illustrated by 
WiLUAM MULSXADY. A oew edition, in 
facsimile, edited by E. V. Lucas. t». 6d. 
See also Little Library. 

LamtMrt(F. A H.X See The Little Guides. 

LamtooaCFrofanorX See Byamtine Texts. 

LaxM-PooIa (StaaleyX A HISTORY OF 

EGYPT IN THE Mn>DLE AGES. Fully 

Illustrated* Cmm 8w. 6c. 
LaJlklnldgeCP.)M.A BALLADS OF THE 

BRAVE : Poems of Chiralry, Enteronse, 

Courage, and Constancy. Second SMium 

Crown 8cw. m. 6d, 
Law (WiUlam). See Library of Devotbn. 
LMUdlfflennr). THE DUKE OF DEVON- 

SHIRE. A Biogiaphy. With is lUustra- 

tioos. Don^2/oo, xm, 6iL not 
A Colonial Edition is also published 

LM(CaiytaiBL.lIelYiUe> A HISTORY 

OF POLICE IN ENGLAND. Crowndvo. 
%t, 6iii not* 

Le&^CPeroiTa]> THE COMIC ENGLISH 
GRAMMAR. Embellished with upwards 
of so characteristic Illustrations by John 
Lbsch. Post i6mo» 9S, 6d, not, 

Lswei (V.B.), M.A. AIR AND WATER. 
Illustrated, Crown Zvo, »s. 6d. 

Uale(Fortll]lMlieV See Little Bookson Art. 

UtOeiialea (H.). See Antiquary's Books. 

L06k CWalter), D.D^ Warden of Keble 
CoIlMe. ST. PAU4 THE MASTER- 
BUILDER. Socond Edition. Crown Bvok 
V. 6d. 

*Tm BIBLE AND CHRISTIAN LIFE: 
Bbimg Aodksssbs and SBUfOHS. Cfown 
8vv. 6r. 

See also Leaden of Rdigion and Library 
of Devotion. 

LotfkB (J<A]|> See Methuen*s Standard 
Library. 

Loekarlf .% See Little Librarv. 

LongfdlllW(H.W.) See Little Library^ 

Loroner (George Horace). LETTERS 

FROM A SELF-MADE MERCHANT 
TO HIS SON. TAirtoontk Edition, CfOwn 

8fM & 

A Colonial Edition Is also published. 
OLD GORGON GRAHAM. SoeondJSdition. 
Cf^ownioo, 6c. 
A Colonial EdMon b also poUfahed. 

lover (BanvelX 6m inostniwl Pncket 

LibcBiy. 



B.y.L.a]idO.L.a BNGLANDDAYBY 

DAY: Or, The Englishman's Handbook to 

Efficiency. Illustrated by GboxcbMokrow. 

J^ourtk Edition, Fca^ 4to u.not. 
A bnriesque Year-Book and Almanac. 
LucaapS. V3> THE LIFE OF CHARLES 

LAMB. With numerous Portraits and 

lUustzations. TivoVolt* Vomjfioo. au. 

not, 
A WANDERER IN HOLLAND. With 

many Illustrations, of which ao are in Colour 

by Hbrbbkt Makshaix. Crown 8cw. 6r. 
A Colonial Edition is also published. 
LnoiaiL See Classical Translations. 
Lyde (L W.), M. A. See Commercial Series. 
I^On Of oel 8.x See Junior School Books. 
Iorttolto&(HoiLllra.A.X WOMEN AND 

THEIR WORK. Cnw» 8tw. ar . 6i^ 
ILK. HOW TO DRESS AND WHAT TO 

WEAR. Crown ^oo, it. not, 

HaoaQlayaordX critical and his- 
torical ESSAYS. Edited by F. C. Mon- 
tagus, M.A. TJkroo yioimmo*. Crown doo, 
tSs, 

The only edition of thb book completely 
annotated. 

H'Allen (J. B. B.X M.A. See Commerdal 
Series. 

KaoCldlOCll (J. A.X Sea Churchman's 
Library. 

^KaeOoim (Florence). MARY STUART. 

With over 60 Illustrations, including a 

Frontispiece in PhotograTUre. Vomy 9ao. 

lor. 6d, not, 
A Colonial Edition is also published. See 

also Leaders of Religion. 
KoDermott (B. &.)• See Books on Bushieii. 
MDowa]l(A.8.X See Oacford Biographies. 
Maokay OL ILi See Churchman's Library. 

BCaoina (Laiirle), M.A. A PRIMER OF 

WORDSWORTH. Crown Bvo 9t.6d. 

Kaliafly (J. P.VLitt.D. A HISTORY OF 
THE EGYPT OF THE PTOLEMIES. 
Fully Illustrated. Crown Bvo, 6f. 

Maltland (F. W.X LL.D.^ Downing Professor 
of the Laws of England in the University of 
Cambridge. CANON LAW IN ENG- 
LAND. RqyalBvo, 71. td, 

Valden fH. B.X M.A. ENGLISH RE- 
CORDS. A Compank>n to the Histoiy of 
England. Crown 8tv. ^r. td, 

THE ENGLISH CITIZEN : HIS RIGHTS 
AND DUTIES. Socond BdUion, Crown 
Boo, u. 6d, 

•A SCHOOL HISTORY OF SURREY. 
With many Illustrations. CrownBao, i£,€d, 

Xarcliailt (B. G.X M.A., Fellow of Peter- 
house, Cambridge. A GREEK ANTHO- 
tOGY. Second Edition, Crown Boo, 3i,6d 

Kareliaiit (0. B). M.A., and Cook (A. M.), 

M.A. PASSAGES FOR UNSEEN 
TRANSLATION. Socond Edition, Crown 

mMaOfaiwt (gtadKtiO/Shwy. Sea MethMo's 
Staadaid Lifanry. 
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Mura. KX r.ii.9.» l^«now or st mu/s CoI. 

W«, CuRbridm. THE SCfENTIPIC 

STUDY OF SCENERY. Stc^md Kdithn, 

Illustnted. CfvwM 8r-«. 6«. 
AGRICULTURAL GEOLOGY. With nun- 

aroos Iltustntions. Crown 8«w. 6fc 
lUZTtUaildrsw). See Uttk Ubntry. 
Ifai<»artrt (J. B.) SEA LIFE IN NBL- 

SON'S TIME. With many lUostntioBs. 

Crcwn 8tv. v. 6^. m##. 
Maifcrtl (A.) &e Connoinew't LibniT. 
MawmC A. J.), D. D. See Leaden of Religion. 
MaBIM(Oeon»). THE EVOLUTION OF 

PLANT LIFE : Lower Forms. WUh lUiu- 

trutionc. Crvnm 8w. us. 6d. 
]fa8term«ii(aP.a).M.A. TENNYSON 

AS A RELIGIOUS TEACHER. Cr^wm 

Bv0. 6s. 

•MathMon (Son. B. rx COUNSELS OF 

LIFE. Fem^ Sow. m. 6ti, m4t. 

A volume of Selections in Proee and 
Vene. 
Mur (PhU). THE PHIL MAY ALBUM. 

Second Edition, ^io, xt, net. 
MeUowi (Bmma %X A SHORT STORY 
OF ENGLISH LITERATURE. Crvtirji 
9v0. y, 6d, 
*Metliii«n UL H. 8.). THE TRAGEDY 
OF SOUTH AFRICA. Cr. Sm. %s. m#/. 
A revised and enlarged edition of the 
author's 'Peace or War in South 
Africa.' 
ENGLAND'S RUIN : Discusskd m Six. 

TBBN LCTTBRS TO TH* RiGHT HON. 

Joseph Cmambbklain, M.P. Crvnm Bcw^ 
_yL net. 

■^•ll <B. BX THE ART AND PRAC- 
TICE OF HAWKING. With 3 Photo- 
gravures by G. B. Lodge, and odicr IDus- 
trations. /Vmw %cc. los. 6d. 

MillalS (J. a.). THE LIKE AND LET- 
TERS OF SIR JOHN EVERETT 
MILLAIS, President of the Royal Academy. 
With many Illustrations, of wnich a are in 
Photogravure. A^rtv Edition, Demy Sew. 
71. td. net. 

Millais.dlr Jokn Brerott). See Uctie 

Galleries. 

millB (C. T.), M.I.M.E. See Textbooks of 
Technology. 

VUn« (J. Q.\ M.A. A HISTORY OF 
ROMAN EGYPT. Fully lUustxvted. 
Crown %no. 6s. 

*MUt01L Jolm. THE POEMS OF, BOTH 
ENGLISH AND LATIN, Compos'd at 
•everal limes. Printed by his true Copies. 

The Songs were set in Musick by Mr. 
Henry Lawbs, Gentleman of the Kings 
Cha^pel, and one of His Majesties Private 
Musick. 
Printed and publiali'd according to Order. 
Printed by Ruth Raworth for Hum- 
ph rby MosBLBV, and are to be sold at the 
eigne of the Fnatom Anam in Pnuk durtb* 
yard,z64S. 



•A MILTON DAY BOOK. BAU W«' 
F. TowNUtowr. Fce^ Sm. as: idL wi 

See also Litde Library and McAocs'i I 
Standard Library. 

Utdxell (P. Gha&nsnX M.A. OUTUHIS ! 

OF BIOLOGY. Illastxated. SetemiSS^ 

tionm Crown 8ev. 6r. 
•Mitton fO. B.). VjANE AUSTEN AND 

HER ENGLAND. With many Ptortmb 

and Illustrations. JDttmy 8mu ioi: 6i. wd. 
A Colonial Edition is also pohliihsd. 
^MOU CiA' See Books on Business. 
lIOirO(>.lLX See Little Library. 
*H0ll«F(L.O.Clll0lsa). WEALTH AMD 

POVERTY. Demy 8mi. 5c net, 
Moore (H. B.)i See Social QuestkM Serin. 
Korajl (darOXloe aX See Books 00 

Business. 
■ore CUr 1ham$M). S«a Metfauca's Smdnd 

Library. 
Morfill fW, B.), Oriel College, Oxford. A 

HISTORY OF RUSSIA FROM PETER 

THE GREAT TO AUSXANDER a 

With Maps and Plant. Crown %vo. y.^ 
MorlehOi. J.X late of Clifton College. See 

School Examinatimi Series. .._.— 

*M0XXlfl(J.) THE MAKERS OF JAPAK. 

With many portraits and IlhisinlHEfc 

Demy 9vo, X9s. 6d. net, 
A Colonial Edition is also fmbliahed. 
Morris (J. B> See The LitUe Guides. 
Mort«nCIUMABdMnMn>. SeeMiaslnd- 

rick. 
UOQle (H. 0. 0.), D.P., Lord Bishop of Dor. 

haun. See Leaders of Religion. „ 

MQir (M. M. PatttMmX M.A. the 

CHEMISTRY OF FIRE. The ElciacntaiT 

Principles of Chemistry. Illostrated. Croem 

8fw. ax. €d, 
MwidAlla(V.A.].M.A. SeeJ. T. Db» 
Hnnro (E.). LL. 0. See Antiquary's Books. 
Nana OfflMT (A). See lUustrated Poekd 

Library. 
NmKW.O.). See R.N. Halt 

Newman (J. H.) aad allien. See ubnry 

of Devotion. 
Nldutls (J. B. B.). See Little Libmnr.^^. 
BltiUln (T.), M.A. BXAMINATIOK 

.PAPERS IN THUCYDIDES. Cfomm 

%vo, %*, 
nmrod. See Illustrated Podcet Libnurr ^ 

Vormooto (JamM). R. A. the con^R- 

SATIONS OF JAMES NORTHCOTK, 
R.A., AND JAMES WARD. Edited >y 
Ernsst Flbtcher. With many Portrails. 
Demy 890. xor. 6d, 
Norway {K H.), Author of 'Highway 2*1 
Byways in Devon and GorawalL' NAPLES- 
With as Coloured Illustratioos by MAVRta 
Gkbifpshhaceh. ANevBdWoB. Cftrn* 

NoraUiL THBDISaPLBBATSAlSAyD 
OTHER FRAOMBNTS. Edited by Ifiii 
thf A Bmeir. J>SmA Bm. at. 6d, 

OUl^baill (Mn^ ISm Leaden of 



Gbneral Literaturb 



Orford. AHigTORVOTTHBARTOl' 
WAR. VoL II.: Tba Uiddk A«a, liem 
lb*Fgnthuib*Foiit«mhCBtiirT. lUni- 
bUcd. Dnnihit. iai.fd.lut. 
OtUar (B- I>L O.D. S« UudboolEi of 



Tbeology ucTLudi 

OwanlDoiislJM). S«Boolu „„ 

aifOldraill.),orGi!y'iHo^iinL A HAND. 

fiOOROF NURSING. Stamd Edititn. 

PakM (V. 0. a.). THE SCIENCE OF 
HVGI£ME. With imniiniiu Illuimtiow. 



TaafRilipcB. 



TJiird SdilitM. Dtmy Biw. 



BONGS IN SEQUENCE. ^ni», »». u. 

FuUMOnUollU PARADISIINSOLE 
PARADISUS TERRISTRIS, OR A 
GARDEN OF ALL SORTS OF PLEA- 
SANT FLOWERS. FtHe. jL.^ tut. 

FwnnsnteiUotuD. UELIO-TRORSS, OF 
NEW POSIES FOR p"""'*'" -'- 



[John). HELIO-Tl , -. 

_ _SIES FOR SUNDIALS, t6i^ 
lad br PntctTAi. Ladixih. Qtmria 
II. <id. tut. 
Pummtiar (Fto£ Uoa). S« BjaDtb- 

Ttiu. 
PaaoaL Sw Libnar of DnoliaD. 
'pMtOii (0»0U8f. SOCIAL CARICA- 






XVIli 

" -a. 

XXXi 



ra XVln 

XVIIIVH 



__ -oHtH^rr. J. O. MiLHB,H.A. 
Vol. *[. KovPT ih thi Middli Agu. 

Stahlst Lahi-Poole. M.A. 
RELIGION AND CONSCIENCE IN 
ANCIENT EGYPT. FuDj lUvOfaMd. 

SYRIA AND EGYPT, FROM THE TELL 
EL AMARNA TABLETS. Cmm a**. 



EGVPTIAN DECORATIVE ART. Wiih 



•NATURE NOTES IN EASTERN NOR- ' 
FOLK. A KTiei of obtematrnM m t)>e i 
Birdi, FiitiH, ManiDuli, Rcptilu, ud 
Hiilli-eTHi Cniiuoedu foond in ihu BBEh- 
bonrhood, with ■ Ua oT the apaict. Wiih 



PUUlIMJ W. . 
PUllpott* 0— 

BBiDCM. Saund atui Cluaftr Sdititn. 

•DP ALONG AND DOWN ALOHC. 

Cmm Sia. si. mit. 

FUnur tFUUpT^ITH STEVN AND 
r. ! DE WB.-frs*amd EdiH^ti. Crrwmtrr. 
I- , V.6A 

A CelenU Edition [> ilB pnbliitaed. 
" , TUrr (Tlotor) und Walton (P. Wj. A 
SCHOOL HISTORY OF UIDDLE- 
SEX. With BUT IllanntloK Crtam 
I tBiu u.6d. 

THE CAPTIVI. ZdlHd, wkb 
' n,Tuli»]Nola,iii ' ~ 



Plovden-WArdlAw (J. T.j, K\, Kuf'i 
CdUcn, Cumlicldce. Stt Scbpol R«iiub». 

— --"- A FRONT1BR8UAH. 



AHutorruidftuHuduL 

Poar (J. htrtok L»). A MODERN 

LEGIONARY. Crtwalra. «(. 
A ColsDHil Editkn bai1»nibH>h«d 
VtOatitAUoA Sm Utile Bsokioo Art 
FolUrdiXTW.), OLD PICTURE BOOKS. 

With oMBj Ilhulnllou. Pimrtrt. 71. id. 
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(b. L.). ABOUT MXTSIC, AMD 
~ IS MADE "~ ' 



ja p.) A IfONTAIGNX DAY- 
BOOK. Edited by. ^m>.«m. 9t.6d.mt. 
rofetorJK. 0.), M.A., P.L.S. A TEXT. 
BOOK OF AGRICULTURAL BOTANY. 
lUnsinUed. Stc^mi Edition^ Crtmm 8m. 

rofiw B<7 (An Old). WHEN I WAS A 
CHILD. Crwmm 8fw. 6f. 

Pradeaa (0.). A key to the time 

ALLUSIONS IN THE DIVINE 
COMEDY. With a DiaL 
31.6^ 
gnaoejO.). _See R. Wjron. 

WHAT IT IS MADE OF. C\ 

Price OLL.'). M.A^ F«Uow of Oriel Collie, 
Oxon. A HISTORY OF ENGLISH 
POLITICAL ECONOMY. F^mrik Edi^ 
tien. Crowm 8cv. ax. 6d, 

PzlmroM (DebonlD. A MODERN 

BCEOTIA. Cr9mnZo0. 6r. 
Pudn and BOWlaadMIL THE MICRO- 
COSM OF LONDON, OK Lokdon in 
MiNiATURX. With 104 lUmtraiioiis in 
coloor. Im Thnt VMnm**. SwuUi 4/0. 

'Q'^^T.QaUtarOondD. See.MedmeD't 
Half-Crown Library. 

QllSV«dO VUlMM. See Miniatora Library. 

Q.B. and B. ST THE WOODHOUSE COR- 
RESPONDENCE. CfVumBo^ 6r. 
A Colonial Edition is alao published. 

Rmtlliam (B. B.), M.A. See Wcstmiaster 
Commentaries. 

BaalOlpb (B. W.). D.D. See Lifacaty of 
Derotion. 

Baanto CD. W.). M.A. A STUDENT'S 
HISTORY OF SCOTLAND. Cr. 8mi 
y. <Wf. 

Blllldall (BUtlagt). M.A., Fellow and 
Totor of New College, Oxford. DOC- 
TRINE AND DEVELOPMENT. Crwrnm 
8ew. 6f. 

Bawitoime (Lawreiioe, Biq.). See Illua- 

trated Pocket Library. 

A Beal Paddy. See tUwHated Pbcket 
X«ibrar y. 

Baaaon (W.), M.A. See Soda! QoeedoBa 
Senes. ^^ 

Badfozn (W. B.X Author of ' Ancient Wood 
and Iron Work in Cambridge,' etc 
ROYAL AND HISTORIC GLOVES 
AND ANCIENT SHOES. Profusely 
Illustrated in colour and half-tona. Qmmrto, 
£»t at. it€t. 

Beynolda. See Little Galleries. 

RoberU (K. B.). See C. C Channer. 

BObeitaOB. (A.), D.D.. Lord Bidiop of 
Exeter. RBONUM DEI. The Bampton 
Lectures of loor. Denw^mo. z%t.6d,nit. 

Bobartaon (dTonntJb M.A., Fellow of All 

Sodls* College, OsJbrd, Examiner in the 
HoMUffs School of Modem Histoiy, OzCard, 
ifot-i9a4. SBLBCT STATUTES, CA8BS. 



AND CONSTTTDTtONAL DOCD^ 
MENTS, i66o-z83a. 2))niv Ssui iol tt 

'BcrtMrtaoB IG. CtoasM and BartholOBiv 

(J. O), F.R.S.E., F.R.G.S. THK 
STUDENT'S HISTORICAL TATLAS 
OF THE BRITISH EMPIRE. QwmU 

Bo^Kartaoa (Bir O. 8.) K.C&L S« 

Methuen's Ualf-Crown Lihcary. 
BoUnaon (A. W.X M.A. See ChnschMa's 

Bible. 
BoUoaoB (OadUAi THB MINISHLT 

OF DEACONESSES. With an InHodac 

tioo by the Ute Archbishop of CsatcrlMy. 

Crtwn 6v#. %t. 6d, 
BoUBaon (F. 8.) See Coonoissenx's lihary. 
BoelMflDlieailld (Im^ See Little libmr. 

Bodwau (Cix aXr^NEw testamekt 

GREEK. A Course for BesmnetSL Witk 
a Pie&oe by Waltbk Lock, D.D., Waste 
of Keble College. Fcm^. Sow. v.€d. 

BoadtadX ANaBNT COFFERS AMD 
CUPBOARDS: Their History and De- 
scription. With many lUiaatratioaa. Qm t h . 
£2iii.fut 

•OLD OAK FITRNITURS. With sny 
lUustrations by the Author, indodhig s 
Incokwr. /Vmryflow. lofctf 



svl. 
Bcmra (A O. L.), M.A. See Books ea 

BusinesSs 
*B01Illl«y. A GALUSRY OF ROMNEY. 

Bt ASTRtnt R CRAMBBSLiOK. With 66 
Plafes in Photograrure. Im^trimiQuaHt. 
£^^n«L See Little Galleriea. 
Boaooa (B. %X ROBERT HARLET. 
EARLOFOXFORD. lUustimted. Dmf 

This% the only life of Harley in enslBBea. 
See also The Little Guides. 

BoaaCBdwazdX THE ROSE reader. 

With numerous lUustrataons. Crpmm 9m. 
at. 6d Also OT 4 Pmrtu Pmrtr /. mmdil. 
6d. tacA ; PmrtJll. Bd.: Pmri iV. wL 

Bowntrea (Joahuay. the imperial 

DRUG TRADE. Crvwn^o*. s^mt 
Bn\A» (A B.X D.DL See Junior School 
Boohs. 

BvaaaU (W. Oazn THE LIFE OF 

ADMIRAL LORD COLUNGWOOa 
With Illustrations by F. Bkaiisvtn. 
PfttrtA Sdttiom. Cr9um9v§, 6t. 
A Colonial Bditioa b also publidiedi 

SCAaadm. See Library of Devotion. 

BtAngnatllia. See Library of DevotioD. 

St. Oyrea (Vlioofiint). See Oxfixd 
'sSST'cSBaxiroX REGINALD. 

Edition. PcAp, 8cw. tr. 6d not. 
Balaa est Fnmda da). See Library oC 

Devotioa. 
BalBlon (A L.). A POPULAR GUIDE 

TO DKVON. Mtdinm dvo. 6d.net. S^ 

•bo The Little Guides. 



General Literature 



BvaiitiiH TnEU. 
Boon, uk «-> WINSTON SPENCER 

CUUKCUILL. Wiih PaDmia ud Uliu- 

mdoDl. Cnram Sm. 31, 61L 
aMley<B.O.)F-R-S. DI^GONSOPTHE 

AIR. With many lUustndaui. Cr.tmt. 6t. 
■aUl (7. t.\ U.A. THK U£CKANICS 

OP DAILY UFK. Il]iati.t«l. Cr. Stv. 

bJou (BdnrandV TOMMY SMITH'S 
ANIUALS! lUunuEd by G. W. Obu. 
Third EiHtitiu J'cm*. tat. u. U 

8«ttla (J. a). ANECDOTES OP 



A OdoDul Ed [tloo ii all 

BbBkMpMncwuuAin). 

THE F&URFOUOS, ifiijlifi^; 1664; 
ifSj. Kuli Aar Gtiiiuat ml, at > cob* 
-■ 1, nwAw GniHiaiiut, 

6dL met MCl vttumt. 
\itaim duUT, w'. J. Cbaig. Ad Editkn 
Of Slukcwcuc Id kiDg1« PliTi. Edited 
with ■ fun Inundnoioa. Teitnal Nolo, 
•nd nConuBenUryilUiafaotorilupue. 
BAMLET. Edited by EmruD Dowum, 

ROMEO AND JULIET. Edited br Eswau 

KING LEAR. Edited In W. I. Cuic 
JULIUS CAESAR. Ediud %f M. Mac- 

THE TI^MPEST. Edited by Uootoh 



CY1»^INE. Edited brEDWAitDDovDBH. 
THE MERRY WIVES OF WINDSOR. 

Edited br H. C Hait. 
A MIDSUMMER NIGHT'S DREAM. 



ALL'S WELL THAT ENDS WELL. 



TIHON OP ATHENS. 

MeJ^RE'fOR kfSASURS. Edited by 
H.C. " 

rWELF 

THE MERCHANT OF VENICE. Edited 
try C Kho. - 



aUtOeOvuto 

T W, J. Quia. ' 



H mbo HtthiuB'i Susdaid Libniy. 



■hup (1.x VICTOMAKPI 
Stiaip On. B. A). See I 



SO NAT J 

VhSaaffiifat.), adonais: 

on tba dulh of Jobs Keui, Aalb« 
' EodynuoB,' etc. Pil" " ' ' 



EJecy 



tOiarwell^lTttmrX U.A. SeeSwulQ 

Blllpler Ot^rr B.> AN EHGLISH 
CHlfRCHHlSTORY FOR CHILD- 
REN. WUb ■ PRfioe by the Biihop at 
Cibnltu. With Mape nod tlhutntwiH. 
Put I. Cmm 8«v. v. td. mil. 

BtelUd CVllM^ DISRAELI : A Study 
la Penoiulity ud Ideu. With 3 Portniu. 
Otwn Bh. Id. id. mft. 

See elN Oilsid BiOEnpUei. 
HlIW(J.X See Little Book! OD Alt. 

Miiifnmiii <a. A). PRANCSSCO 

GUARDL Wiih^iPbte*. X*^/»H*. 
IketeU^Ci- A IX). Sea Little Bsokl on 
■kUrton (H. ?. X.}. Sea Little Booka « 

nadMi CDawUaX SICILY; The Ne* 
Wmlei Xe^^tTWUh orer uo Illiutratieiu. 
SrumJ Sditit*. Cmm (ml u. mt, 

SnuOl (Bw), M.A. THE SXRTH. Ad 
Inooductiea Is Pb^^cfiapliy. lihutiatad. 

amatwood. (£.' ax s«> uitie Bo«b«> 

SmMllv (r> AX Sh lUannud Pwto 

ImluiAdanX the wealth of 

NATIONS. lUited with an Intiodnaiea 



See alB Methnoi'i Staodaid LAmr. 

tmltlX (HontM and JamM). Sae Litlla 

_<.?^- . . j,^ A HEW 



b JS, BansM), 

*10B ARITHUE' 



IHwDated. Simf tar. iv 

, BOOK OF EXHOOR. 
wmBw. 61. 

A BRIEF SURVEY OP 
TORY. Dimr k* 4^ ML 
:3aMcal TiwulMiioni. 
>ea Tniiiei Scheol Books. 
XtLA SeiJunkcSd»l 



i6 



Messrs. Methuen's Catalogue 



lOVttMf ^) ENGLISH SEAMEN. 



*a Inttodoccloli, Irf Datid 
Haknay. 

VoL I. (Howsrd, Qiflfbrd) HawIeim, 
Dnke.CAreodUh)k Ss^mi JSditifiit* CrewH 
••#. ftt. 

VoL II. (Ridiard Hawktnt, GrenTtBc, 
ffwy, and Raleigh). Cramm Sew. 6f. 
iP«IM (Ct R.X M. A. Se« School Rmmina- 

cioQ Series. 
fpomur (W. A), M.A. Sea Leiden of 

ReligioQ. 
8UalirMg» (J. W.X B.D. See Ubmy of 

'ttaOOlUto.' GOLF DO'S AND DONT*S. 
Su9md Edition, FcmS. 8Mk ia 

•todauA (A H. HX M. A. 

INITIA LATIN A : £asy LeMons oo EleiMB- 
twy Aoddenoft. ^4{«M Editiom. Fet^, 

FIRST LATIN LESSONS. J?&i/A Atf. 

FIr!sT latin reader. With Notes 
adapted to the Shorter Latin Primer and 
Vocaholary. Sixth SdiH^rwimL tftw#. 

IA&& 

EASY SELECTIONS FROM CfiSAR. 

The Hdvetym War. Stcomd Bditimu 

z8ji*#» j*. 
EASY SELECTIONS FROM LIYY. Part 

L The Kings of Rome. i8m#. Suomd 

EdiHtm. ti. 6d, 
EASY LATIN PASSAGES FOR UNSEEN 

TRANSLATION. J^imikEdidm Ecm/» 

EXEMPLA LATINA. Firrt Exeidses 
in Latin Aoddenee. With Yocabtthury. 
Tkip^Edithm. CrmmBi^, tt. 

EASY LATIN EXERCISES ON THE 
SYNTAX OF THE SHORTER AND 
REVISED LATIN PRIMER. With 
Voeahalarr. Tgntk mttd Ckga^tr Editiomt 
rt-wtitUn. Crcwn 8cv. u. 6tf. Origimml 
Edition, 9t. 6d, Rsv, 31. fUt. 

THE LATIN COMPOUND SENTENCE : 
Rnlei nod Exerdsei. Sieomd Edition, 
Ctmom ikfO, u, 6d, With Vecabolary. 

NOTANDA QUAEDAM: Miscellftneoas 

Latin Emteiaes on Common Rales and 

Idiontti Fourth Edition. Fcm^, Btfv. 

w. 6« With Vocibnhry. •«. Key, u. 

noU 
LATIN VOCABULARIES FOR REPE. 

TITION: Amnged according to Subjects. 

Tkirtitnth Edition. Fcap. 6t^ xs. &£. 
A VOCABULARY OF LATIN IDIOMS. 

i8<i«#« Suond Edition, xiw 
STEPS TO GREEIL Steond EiGthn, re- 

wiud. iBmo, ts. 
A SHORTER GREER PRIMER. Crown 

990k It. 6d, 
EASY GREEK PASSAGES FOR UNSEEN 

TRANSLATION. Third Ediiicn, re- 

vitoA Fom^. Bswi. xa 6d, 



GREEK VOCABULARIES FOR Sl> 
PETITION. Arranged acco r d fa g t>Si» 
JectA Fifmrth Edition. FUiA.^00. ruU. 

GREEK TESTAMENT SELECTIOKS. 
For the ase of Scboola. With latrodat 
tion. Notes, and Yocabnlary. Ftwrtk 
Edmn. Fat*, 9no. ns. 6d. 

STEPS TO FRENCH. Sixth EMSto. 
i8«M. %d. 

FIRST FRENCH LESSONS. Stxth ES- 
Hon. revised. Crown 9»m. za 

EASY FRENCH PASaAGES FOR W- 
SEEN TRANSLATION. F^ih ££■ 
iion. revised, Fca£, Siml xa 6d, 

EASY FRENCH EXERCISES ON ELE- 
MENTARY SYNTAX. With Vocsbo. 
lary. Fourth Ediii^m. Crown ^00, et,U. 
Kvv* 3f . net, 

FRENCH VOCABULARIES FOR RE- 
PETITION : Arranged acoocdbg to Mh 
JedA Tme(flhEt^om. Fee^.Bm. u. 
Sm Also School Bxamiiuuion Scrim . 

BiMt (B. Smott). M.A.. F.CS. THX 
WORLD OF SCIENCEL Widi 147 
lUnstxmtioaA Second Edition* Ct 9vm fcA 
9»,6d, 
See abo School Esaxmoatioa SctieA 

EtoplumMa (C.K of the TechnicAl Cdhge, 
Bradford, and tRddardS CP.\ of tte 
Yorieshfav College. Leeds. ORNAMEN- 
TAL DESIGN FOR WOVEN FABRICS. 
Hhutrated. Den^ 8Mb Second EddSetL 

Mnll«ltfl01l (J.). M.A. THE CHHEF 
TRUTHS OF THE CHRISTIAN 
FAITH. Croum too. y. 6d, 

Btenw ^nreaeeX See Little Llbfary. 

Btarnr (W.K m.a- annals of Eton 

COLLEG is. Widi numeroos lUttstadan^ 
Demy Voo, it.6d. ... — 

itraart (btheitai). BY ALLAH 

WATER. Second Edition, Cro&m9vo,6L 
BterensollCB. L.I THE LETTERS OF 
ROBERT LOUIS STEVENSON TO 
HIS FAMILY AND FRIENDS. 
Selected and Edited, with Notes and U^ 
trodnctions, by Sidney Oolvik. SixtA 
etnd Cheaper Edition, Crp9on990, xsa 
LiBRAXT Edition. Deng^ 9to, a voti. as*" 

A Colonial BdltionUA^niUidML ^ ^ 

VAILIMA LETTERS. WTlh aa Et^ 

Portrait by WtLUAX Stkang. Fimrth 

Edition, Crown too, Snehmm, 6s, 

A Colonial Edition is also ptiblisbed. _ 

THE LIFE OF R. L. STEVENSON. Sw 

G. Balfour. 
BUymuum (K. t). FROM SARANAC 
TO THE MARQUESAS. Being L»tt«n 
written by Mrs. M. I. Stivskson dnrioc 
1887-8 to her sister. Miss Tans Whvts 
Balfous. WithanlntrodttCttonbyGsoKCB . 
W. Balpouk, M.D^ U*D.« F.R.S.S. I 
C^own Boo. 6e. met, \ 

A Colonial Edttion b nbo pabOshed. 









Geheral Loteratujub 
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5a <UM Bio- 

SELECTIONS 



. Sec Tutboeki or 



PASTIM-. . 

ENGLAND. 

inn. Rrruedhr J.Chai 
_ F^.A. O""*- ■ 



A (F-X. SttS Initnictw 



CoisnCnmdL SOLUTIONS TO THK 
CITY AND GUILDS QUESTION a 
IN UANUAL INSTRUCTION DRAW. 
ING. /or/, tit. 
•■nokUllS (Ur JObai. yKAGUENTA 
AUREA : ■ CoUm!^ or ill Lh« laooai. 
poMa Pmaa,—^'- •- •-■ —"!->-• 



u Um dgb of the 
-''« CbuiGbyiii), 



b* " fri.-- 

Ainnd bitiii 

Piiattdt^ 



•vAdardl (F.). Sh C Slnbnuoi. 
SnitMC (B. 8J. S« lUDiDUed 

Swlltl^iwtlUUiX THE JOURNAL TO 
STELLA. Edited b; G. A. Aitkem. Cr. 



snettoiatw. Sh Uilk Bhu Bookt 
nMttni; AGRICOLA. Wlih Intmluclun, 
Noia, Map, mc. Bjf R. F. Davu, M.A. 



GERHANIA. Bt tbg u 

Sw. u. SaamkiClui 

Talluft (T.) HO-- 
AND MEMORIES. 



Ediur. ^Fc^. 

LETTERS 



rSICS. DtM^ SoK 

T^'ar(F.a.),U.A. SHCamnurcUlSsiu. 
Tvlaia.1.1. SeeOxlord Biocnpliia. 
Turn IT. IL), H.A., Fetloir ofGonTillc 
— ' "--— '■-'' — CMbndn. A CON- 
AND TOLITtCAL 



HISTORY or. SOIO. CWh^.Im 

TminoB (Uted. Url). THBEAKLY 
FOEUS OP. Editad. wkh Mou* nd 
■n latndDclisii, br J. Chuktoh COLUn, 

IN MEMORIAU, HAUD, AND THB 
PRINCESS. Ediud br J. Ckuitoh 
COLUKS, U.A. Crwtrmtum. 61. S«aln 
Littla Ijbnrjp. 

Tarry 10. S.). Sc« Oifanl BlofnpUa. 

TartaatUiM). LIGHTS AND SHADOWt 
IN A HOSPITAL. Cmmm tst. 3i.td. 

TbMbkvajJW.M.). S«b LiUl« libnn. 

ThaotwU (F. W.>, U.A. INSECT UPC 
lUDMnuclI Sitmi Sd. Jttriitd, Cr.imt, 



. ^BX SHThaUtltGalilH. 

UwtamtKurW.l DAILYSTRENGTH 
FOR DAILY N^DS. MlntmOi EJiUit. 
Fem^ too. u. &£ mC AIm m aditlso 
in Aopcnor ludiDi 6r- 
TompklM (H. IT), F.R.H.S. Sn TlM 
LjtiLa Gaid*t. 

TmralCT Otdr luftB). UY CHINESE 

NOTEBOOK Wiib t6 lUuitntlgM and 
■ HiWfc TUnfJUitim. Dtmpt-. iw. 
M. »£ 
A ColoDiil Edidsn ii alia piUUid. 

^TUDIES^^^REsiARCHES- J'ntr 
8n. in td.m4t. Sh >!» Oitod Bio' 

Tranonoiarbtit). DEIRDRe WEDiud 

Other Poeou. CVvnui Bh. i>. 
T!"' ■" -— ' " llowafTriiii^Callan, 
AND UKSBRTHi 

^. W. v(. ■^"'^ 
T HTheUnteCiddM. 

T I Sn Social QuoMku 

T See Sod*] QoMlhcii 

T F.CS. Sh Judor 

T k SHLinteBoolaoa 

V BE COHPLETB 

Otm^ lor. iM M. 

A CfTtflniaT EiUdoii ti 'i*^ pMfaUih^ 
^nglUtaCHtBfn. See Little Lilnry. 
" "-.(JL)r".A. Sm Jmioi Xiaafaa. 



HISTORY. WtklUfi. TUrdEJitum. 
Cnwele*. b. 

VSIU. a) DEVILS. IDuKnUtd br tte 
AnthoT and Tiub pluiacnph4. Dttin Sm 
4T. &£iu(. SHaboAallqiiaiT'aBadta. 
Vdtan (H. B.). SnLlnle Book) « Alb 
ValW&^.V.r See Vieio Plan. 
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MESSka MCTHOBN'S Ca¥ALOGUB 



aUM <ttM4* Mid OrttoB (CkHtM 

lltllCn ■ TlllJ ONCOMMAillK 
- •- - - y.6d. 



SIUPLk-HEARTKD: Unl> 



WITH THE 



miifcirtiin {T. e.\ m.a. kxahina. 

TIOM PAPERS IN HORACE. Cr.atv. 
JantoBii - ■ 



WM^(W.J.\ S« Ulil> Bfu< Bosks. 
WWMr (T. O). S« Tflnb»la*fT«ehiia- 

■'•ItoCJ.XM.JL.rwo.i 
CoHn OXFOHD 

lif£ Br M< 



' M-)- Sm Totlm^ . 



TUrJEdilhm. Crtwit^Bt. u_ 

K SHORT HISTORY OF ROHK. 

MMuH. With J Ifipa. On 



J* (Brtn O-i THE LAST OF 



[£ GREAT sec 
tk llhuntlsai. i 



WUUv(0.l 9« Holler udWUtiW. 

KMWir a.), M.A., Fellmr sf PmWie 
CgllcH.CuibridR. GREEK OLIOAR- 
eillES; THfim ORGANISATION 
AND CHARACTEX. CrvmSw. Oi. 

W^MCWtO. B-), M.A. S« ChuiTJimu'i 

l.CMi»l.|,^R-S-.™i"edl.TW.WAitD» 
FdwUi.H.A. CrvwiKw. ij^ Swalto 

WIuUS'^.'k). In Cc^SiUfciiLl Series 
l™*^*« (4- Wi- OASPARD DE 
COLIGNV. Vkhmuf imatntloDS. 

WUtKr ik-'Saj^'FJC, PriKip.lof 
lb* TKhiS^I luTltuK, W»I Biwnwich. 
AN ELBMENTARY TRXT-BOOK OF 
INORGANIC CHEMISTRY. Crtnm 
Ih. u. M 

VhitterCKlM), ««SoeUIQutnloiu5<ric>. 

iraOMffnt OrafirlA; Se< LiMl< Bciolii 
midSfOlMA D9 PR<VUMOIS. FUH 



W^^MB U. ROBMX 5« SocU Qv 

inUUSUoa CW.). THE BRITLSH 
GAR^WBR. nimtnud. ikp^lH 

WUUaiuMB (W.X B.A. Sa Jiw I" 
■mlnaiioB Eeiis, Junior Sdwolko^ 1^ 
Tb« BcfiiiHT'i Boeki. 

vnnat-SaxWii (S. ■■» uaeos of 

EUROPE. Cn»« >M 7-4M SStit. 
A Tot-lKKilt oT EoiopMi Haa^ k 



Wordnrorth (W.> ud Ooiailds* 

S« Uitlc Libniy. 

VlWtUJflnTX M.A., FcBcnrofQwx 
CaSJcfc. CwnbiidEF. See ClitinUma> 

VTitfui^ OOrten). 9b: Dwim. _. 

Wlldt (SimhlBl^ERMAN VOCABU 

LARIES FOR BEPEXITION. Fttf.t'^ 

It. 64. 
Wnmc. (OMnfa IL), Fnr«>Mr of Hbar 

Tnlli. Uniwraty of Toronlo. IBB 

EARL OF ELGIN. Wilti llh— ■*— 



General Litexulturb 
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WMde (A. B.X MODERN ABVSSIKIA. 
with a Map and a Portrait. Demy Zvo. 

W^sObllxa (O). THE POEMS OF 
WILLIAM SHAKESPEARE. With an 
Introduction and Notes. Demy 8cv. Buck' 
fWmtiitt up. lo*. 6dl 

Wyoa (XL) and Prance (O.X THE LAND 

OF THE BLACK MOUNTAIN. B«ing 

a description of Montenegro. "Vl^tb 40 lUus- 
. trati^nu. CrvtcwSfntf. 6f 

A CdfdAial Edition is also published. 
Teats (W. BA AN ANTHOLOGY OF 

IRISH VERSfi. Rtviied and Emimretd 

EMHon. Cirovm 8cv. of . td, 
TendiadL). THE GREAT RED FROC^ 



A dtort told in 40 ColoDml Pictures. Fcmf, 
8z/«. IX. net. 

TcmiK (FUflonX THE COMPLETE 
MOTORIST. With 136 Ilholimtlbns. 
Fourth Kditiou. X>rmy 8Mk lu. 6^ mff. 

TOTUiK (T. «.). THE AMERICAN 
COTTON INDUSTRY: A Study oC 
Work and Workers. With im Ihtroductloti 
by EujAW Hbsm, Secretary lo the Maa- 
Chester Chamber of Cemaieintt. .CrvsMiSa*. 

Zenker CB-vT)* ANARCHISM. Dfm^^nt: 

2t^ern (AntonlaX WHAT DQ We 
KNOW CONCERNING ELBCTStl- 
CITYt Crtmm^o^. \uid>mU 



Anekut Oities 

Crown ^foo, 45. 6dl n^/. 



IlhiMrated by B. H. New. Cvtwn 
809. 4x. Af. iwf. 
Shbxwsbuky. By T. Avden, te.A., F.S.A. 



Illustrated. ^fViMI dw. 41. ^ jm#. 
"CAMTSteintV. By J, C. Cox, LUD. » F.S. A. 
Illustrated. Crowh 80A 4^. &^ «#/. 



Antio.tuay'B Boota», the 

Qeneral Editor, J. CHARLES COX< LL.D., FJS.A. 

series of Toltunes dealing with various branches of English Anti quh isi \ 
comprehenatve and popular, as well as accurate and scholarly. 

Demy ^0. 7j. 6rf. tut, ' 



English Monastic Lifb. By the Right 
Rer. Abbot Gasquet, O.S.6. Illustrated. 
Third EdttioH, 

Remains op thb Prshistoric Acs in 
England. By B. C. A. Windle, D.Sc, 
F.R.S. Widi numerous Illustradons and 
Plans. 

Old Sbrticb Books of fa* Bnoush 
Church. By Christopher WordsWorthi 
M.A., and Heniv LiUlehales. . With 
Coloured and other Illustrations. 

Celtic Art. By T. Romilly Allen. F.S.A. 
Wl^ niunerous Iflustraiions and Pbns. 



AaeuaMiodT and Falsb Ahtiqoitibs. 
By K. Munxo, LL.D. With numefoos 
. lUosttmUoBi. 

Snitnfss OP BRfn^fT BAiNts. ByT.C'^I^L 
With numecoas Illuttrations and FkiM. 

•The Royal Forests op England. % J, 
C Cox, LL..D.. F.S.A. Wit^ many Illus- 
trations. 

* ■ . 

*Xhe Manor and. Mamoriaju Records. 
By Nathaniel J. Hone. MTuhmany Illus- 
trations. 



Beginner's Books, Tlie 



Easy Frrnch Rhymes. By Henri filooet. 
Illustrated. Fcap. %1». 



IS. 



Xast Stokies prom EttGLiSn History. By 
• K. M. W&ttot-Baxton, Author cf * Makers 
of Europe/ CtnmBvti ^*^ 



East BxBRCisas m AaitHiaTia 

by W. S. Beard. Fa^ ^.» WiliKmt 
Answers^ u. With Ansurtn, it.^' 

Easy Dicta^iOm aKd Spelling. By W. 

Bva, u. 



20 



Messrs. BIethuek's Catalcx^ub 



By 



Bwifamii, Books on 

Cmm 8o9. 2s. 6d, net. 
A serka of Tolimies dealixig with all the most imponant aspects of coDmercBl and 
•flnaacia! activity. The- volumes are intended to treat separately all the consdesable 
industries anct forms of business, and to explain accurately ana clearly what they do 
aad bow they do it. Some are Illustrated. The first volumes 

Pears and Docks. By Doof las Owen. 

Railways. By E. R. McDennott 

Thb Stock Ezcrangb. By Cbas. Dnsuid. 

Thb BgsilTBSS or ItrsuxAKCb By A. J. 

WBson. 
TffB Elbctkical Industry: Lighting, 

Tkaction, and Powsa. By A. G. Whyte, 

B.SC 
THB^SmraoiiDiNG Industky: Its History, 

Sdeoce, Practice, and Finance. By Davio 

Pollock, M.I.N.^ 
Tbb M onbv Maxkbt. By F. Stnker. 
Thb Businbss Sma or Agxicultubb. By 

A. C L. RogeiSi M.A. 

Law in Businbss. By H. A WDsoo. 

Thb BtBWTNG Industst* By Jofisn L. 

-Baker, F.LCi F.C.S. 



Thb Automobilb Industky. B7 G. dc E 

Stone. 
Mining and Minutc iNVBsncins. 

'A.MoiL' 
Thb BosiNKSs or Advbktising. ByCbma 

O. Moran, Barrister-at-Law. Ill 
Traob Unions. By G. Drage. 
Crm, Enginbbbing. By T. C 

M.In8t. C.E. Illustrated. 
*Thb Coal Industky. By Knert Anl 

Ilhistrated. 
*rRBlttONTXADB. By J. Stephen Jeans, nha 

MONOPOLIBS, TkUSTS, AND KAaTBLL& % 

F. W. Hirst. 
•Thb Cotton Industky and Tsads. By 
Prof. S. J. Chapman, Dean of the Faori9 
of Commeroe in the University of JfiS' 
Chester. Illustrated. 



ByB&tino TextB 

Edited by J. B. BURY. M.A, Litt.D. 
A series of texts of Bynntine Historians, edited by English and foreign schobis. 

Trs HisTorr or Psbixus. Edited by C 
Sathas. Dew^ 8fwu 15*. met. _ , _ 

BcTHBSis Chbonica. Edited by PnteNV 
Lambras. Damf 80s. 7«. 61/. ntt. 

Thb Chkoniclb op Mobka. Edited It J«b 



Zachakiah 09 MrrVkSNA Translated by F. 
J. Hamilton, D.D., and E. W. Brooks. 
Dtm^ Ivsk Bar. &£ miL 



BvAGKius. Edited by Lton Pannentier and 
M. Bidasi Dtmtg^ tas. lot. 6tL fuU 



Scfaaitt. Dwif 8m. t5«. n€U 



Ghurdimaa'fl Bflde, The 

General Editor, J. H. BURN, B.D., F.R.S.E. 

A'series of Expositions on the Books of the Bible, which will be of service to the 
general reader in the practical and devotional study of the Sacred Text, 

Each Book is provided with a full and clear Introductory Section, in which b 
stated what is known or conjectured respecting the date and occasion of the com- 
position of the Book, and any other particulars that may help to elucidate its meanio^ 
as a whole. The Eiqposition is divided into sections of a convenient length, oone- 
spondin|[ as far as possible wiUi the divisions of the Church Lectionaiy. 1^ 
Translation of the Authorised Version is printed in full, such corrections as are 
deemed necessary being placed in footnotes. 



Thb Epistlb op St. Paul thb Apostlb to 
THB Galatians. Edited by A. W. Rolnn- 
son, M.A. SicmuL Editwn, Fcaf. Zva. 
ts, 6d. tut. 

Eoclbsustbs. Edited by A. W. Streane, 
B.IX fitm^, ae». It. 6a. lut. 

Thb EnsTLB or St. Paul thb Apostlb to 
TH* Philippians. Edited fay C R. D. 
Bim, D.D. S9omd SdUion, Fcm^ Iv, 



Thb Epistlb or St. Jamks. Edited br 
H. W. Fnlford, M.A. Fcm^, Bv0^ ts. 6l 
fut. 

Isaiah. Edited by W. E. Barnes, D.B. ^ 
Valumes. Fcap. 8ra. ax. tut sacA. Wiu 
Map. 

Thb Epistlb or St. Paxtl thb Aposti* to 
thbEphxsians. Edit«dbyG.H.Whitaker, 
M. A Fcm^. Sosi ia 6d, «#/. 
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Ghnrdbinan'B Liteanr, The 

General EUlitorJ. H. BURN, B.D.,F.R.S.E. 

A series of volumes upon such questions as are occupying the attention of Church 
people at the present time. The Editor has enlisted the services of a band of 
scholars, who, having made a special study of their respective subjects, are in a 
position to furnish the best results of modem research accurately and attractively. 



Thx Bsginnings of English Chkistianity. 
By W.E. Collins, M. A. With Map. Crtwn 

SoMB Kbw Tbstambnt Problsms. By 
Arthur Wright, M. A. Crvwu 8sv. fir. 

Thk Kingdom or Hbavhn Hesb and Hkre- 
AFTBR. By Canon Winterbotham, M.A., 
B. So, , LL. D, Crvnm 8cw. v. 6d. 

Tub Workmanship op thb Pbaybr Book : 
Its Literuy and Litureical Aspects. By J. 
DowdeD,D.D. Secotid Edition, CmmZtw, 



Evolution. By F. B. Jevons, M.A., LitLD. 

Crown Zvo. y. 6(L 
Thb Old Tbstambnt andthbNbwScholab- 

SHip. By J. W. Peters, D.D. Crown Scv. 

6x. 
Thb Churchman's Introduction to thb 

Old Tbstambnt. By A. M. Mackay, B. A. 

Crown 8cv. yi. UL 
Thb Church op Christ. By E. T. Green, 

M.A. Crown dvo, 6f. 
CoMFARATivB Thbologv. By J. A. Mac- 

Cttlloch. Crown Bvo, 6s* 



Classical Tnuudatioiui 

Edited by H. F. Fox, M.A., Fellow and Tutor of Brasenose College, Oxford. 

CfVWH ovc» 

A series of Translations from the Greek and Latin Classics, distinguished by literary 
excellenoe as well as by scholarly accuracy. 



Abchylus — Agamemnon, Cboephoroe, Eu- 

menides. Translated by I«ewis CampbeUi 

LL.D. 5r. 
CiCBRO— De Oxatore I. Translated by £. N. 

P. Moor, M.A. 3f. 6d. 
CiCBRO— Select Orations (Pro Milone, Pro 

Moreno, Philipmc il, in Catflinam). Tiaos- 

I^ted by H. E. D. Blakistoo, M.A. 5*. 
CiCBRO~De Natnxa Deorum. Translated by 

F. Brooks, M.A. 3^. 6€L 
CiCBRO— De Oflfidls. Translated by G. B. 

Gardiner, M.A. at» 6d, 



HoRACB— The Odea and Epodes. Translated 

by A. D. Godley, M. A. zt. 
LuciAN-rSix Diaiognee (Nigrinus, Icaro-Me- 

nippus, The Cock, The Ship, The Parasite, 

The Lover of FalsefaoodX Translated I7 S. 

T. Irwin, M.A. 3«. 6d. 
SopHocLBS— ElectnandAjax. Translated by 

£. D. A. Morshead, M.A. af. 61L 
Tacitus— Agricola and Genaania. TraxiS' 

lated by R. B. Townshend. 2s. 6d. 
Thb Satires op Juvbnal. Translated by 

& G. Owen. at. && 



Ckmmerdal Series, Hethuen's 

Edited by H. DE B. GIBBINS» LittD., M.A. 

CfVWH aVO, 

A series intended to assist students and young men preparing for a commercial 
career, by supplying useful handbooks of a clear and practical character, dealing 
with those subjects which are absolutely essential in the business life. 

COMMBRCIAL EDUCATION IN ThBORT AND 

pRACTicB. By E. E. Whitfield, M.A. 5^. 
An introdaction to Methuen's Commercial 
Series tTeating the qaestion of Commercial 
Education ftilTy from both the point of view 
of the teacher and of the parent 
British Commbrcb and Colonies from 

EUZABBTH TO VICTORIA. Bv H. de B. 

Oibbtns, Litt.D., M.A. Third Edition, as, 
Commbrcial Examination Papbrs. By H. 

de B. Gibbins, Litt.D., M.A. xs, 6d, 
Thb' Economics of Commbrcb, By H. de 

B. Gibbins, LittD., M.A. Soeond Edition, 
u»6d. 



A German Commbrcial Rbadbr. By S. E. 
Bally. With Vocabulary, as, 

A COMMBKCIAL GbOGRAPHT OF THB BRITISH 

Empire. By L. W. Lyde, M.A. EonrtA 

Edition, as, 
A Commercial Geography of Foreign 

Nations. By F. C. Boon, B. A. as, 
A Primer of Business. By S. Jackson, 

M.A. Third Edition, xs. 6d, 
Commercial Arithmetic By F. G. Taylor, 

M.A. Fourth Edition, xs.6d. 
French Commbbqal Corrbsfompencb. By 

S. £. BaUy. With Vocabnlaiy. Third 

Edition, at, 

[Contiftmod, 
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Messrs. Methubn^ Catalogue 



ICBTRUBl't COMmKIAL S) 

Gbkma* CoMKBsaAL C<Mi«aspoii»kMC& By 

S.S. Bally. With VocaboUry. M,6d, 
A FmSXCR CoMMBSaAL RftADBR. By S. E. 
BaJly. With VocaboUrv. Sieatui JSdUum. v. 
Fascit Wmnvo and upfics ContssroMi)- 
By S. S. Whiifidd, M. A. 
as. 



K GuiDB TO PawassiOHs akd Bosoh. 
By H. Jones, u. 6JL 

Tkoi PuMCtPLBS OP Boox-KSBitNG ivBamu 
Entbt. ByJ. £. B. M'A»eo,M.A >i. 

CoMMBBCiAL Law. By W. DooglM BdMrfl. 
Ste^mdEdtHm. «. 



OonnoiBseur's Idbmy, no 

JVide Royal 8zv. <5j. im/. 

A sumptuous series of ao books on art, written brexperts for collectors, snpatii 
illustrated in photogravure, collotype, and colour. The technical side of the art is 
dulj treated. The first volumes are-~ 

Mbzzotints. By Cyril D a yea puiL With 40 
Plates in Photogravure. 

PoBCBLAiH. By Edward Dilkn. Wkh 19 
Plates IB Colour, so in Collotype^ and % m 
Photogravure. 

MiNiATUKBS. By Dudley Heath. With 9 



PUtes m Cokmr, 15 in Collotype, sad xsb 

Photogravure. 
IvmnBs. ByA.MaskeIL WithSoPhMB 

Collotype and PhoMtogimvnra. ^ .. 
*BiffGUSH FuBMrruBX. By F. S RobIbbb. 

Widi x6o Places in CoQotype and oae « 

Photogravure. 



iH^iOtioBf The Lifanoy of 

With Introductions and (where necessary) Nate& 
SmmllPoti 8ev, cloth^ 2s. ; leather^ 2s. 6d, tui. 

These masterpieoes of devotional literature are furnished with such Inlrodadio« 
and Notes as may be necessary to ejqilain the standpoint of the author sb^ ™| 
obvious difiSculties Of the text, without unnecessary intruston between the author sad 
the devout mind. 



The CoNrsssioNs op St. AucurmnL Edited 

by C. Bigg, D.D. Third EdiHotu 
Tms Chbistian Yeas. Edited b^ Walter 

Lock, D.D. Ssamd Edition, 
Tub iMrrATiON op Crbist. Editod hy C 

Bigg, D.D. FouHk Edition. 
A Book op Devotions. Edited by J. W. 

Stanbridffe. B.D. Sucnd Edition. 
LvBA Innocbntium. Edited by Walter 

Lock, D.D. 
A Sbbious Call to a Devout and Holy 

LiPB. Edited hy C Bigg, D.D. Siccmd 

Edition. 
Thb Tbmplb. Edked by fi. C. S. Gibson, 

D.D. Second Edition. 
A GuiDB TO Eternity. Edited by J. W. 

Stanbridge, B.D. 
Thb Psalms op David. Edited by B. W. 

Randolph, D.D. 
Lyra Apostolica. Edited by Canon ScoU 

Holland and Canon H. C. Beeching. M. A. 
The Inner Wat. By J. Tauler. £:dtted by 

A^ W. Hntton.M.A. 
TtaB Thooomts op Pascal. - Btfted by C 

S. Jerram, M.A. 



ZS^ 



On the Love op Goo. By St FiiieA ^ 
Sales. EditcdbyW. J. l6M»-Littl«,M.A 

A Manual op Consolation 'ROM rn 
Saints and Fatheks. Edited by J. n- 
Bum, B.D. _ . . 

ThbSongopSomgs. EdUed by B. BlazM. 

Thb DBVonoHS op St. Aussul Edited by 

C C L Webb, M.A. 
Gbacb ABooHDiiBk By JohnBesyBD. 

by S. C Freer, M.A. 
Bishop Wilson's Sacra Pbtitata. 

by A. £. Bum, B.D. , « 

LvRA Sacra : A Book of Sacred vb«. 

Edited by H. C Beechsng, M.A, Canon <* 

Westminster. _ 

A Dav Book prom the Faints and Fathsis. 

Edited by I. H. Bum, B.D. ^^ 

Heavenly Wisdom. A Selecdon w»^ 

English Mystics. Edited by £.COr«o«T- 
LtGHt. LiPE, and Love. A Selection from t» 

German Mystics. Edited by W. R. /i«4 

M.A. «. ,*c 

•The DEVotrr Lip«or St. Fbancb d« Saiis- 

Traasktodand Edited by T. Bans, M.A. 
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Gekeral. LnmiAtURB 
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Ibthnoii'B Haff€lftyfni Libntfy 

Cronm %w>* is, 6cf. net. 



Turn LiFB OF John Ruskin. By W. G. 
CoIUngwoad,M.A. WitbPortnuu. FottrtA 

Engush Lybics. Ify W. E. Heol^y. Second 

£diti^n, 
Ths Goldbk Pomp. A Procesdoo of English 

Lyrics. Arranged by A. T. Quiller Couch. 

Seeomd Edition. 
CnrttAi.: The Story of a Minor Si^e. By 

Sir Gw S. Robertson, ILCS.I. Third 

JSditi0M. With namerousllhistntioas, Map, 

and Plan. 

niiutrated Pocket Lilmry of Plain and Oolonred Books, The 

Fcap $vo. 3/. 6«/. net each vohtme. 

A series, in snudl form, of some of the famous illustrated boojks of fiction and 
general Utciature. These are faithfully reprinted from the first or best editions 
without introductioB or notes. The Illustrations are diiefly in colour. 

OOLOVBSD BOOKS 



Strahgb SuBviVAu A^D SuPHismnoNSi By 

S. Baring^kmld. TUrd EditiBn, 
* Yorkshire ODDmss amd Strangk Evxnts. 

By S. Baring-Gould. Fourth BdiHom, 
Ehgush Villages. By P. U. Ditchlield, 

M.A., F.S.A. With many Illustrations. 
*A Book or English Prose. By W. E. 

Henley and C. WhiUcy. 
*Ths Land op the olack Movmtain. 

Being a Description of Montenegro. By 

R. Wyon and O. Pruioe. With 40 Ulottia- 

ti< 



OiA CoiooBftn Books. By George Paston. 

With i6CQlQarftd Plates. Jta^ Sm. si. mt. 

The Lira and Death or John MvrroN, Esq. 

Sf Niwod. With lA Odooral Pistes by 
enr^ Alkm and T. J. Rawlins. TUb^d 



The Lira or a Smktsman. By Nimrod. 

With 35 Coloarsd Phites by Henry Aiken. 
Handley Cross. By R. S. Sarteesb With 

17 Oolonred Plates and zoo Woodcuts in the 

Text by John Leech. 
Mr. Sponge's Sporting Tour. By R. S. 

Surtees. With 13 Coloured PUtes and 90 

Woodcuts in the Text by John Leech. 

JORROCKS' J AONTS AND JOLLITIBS. Bv R. S. 

Suttees. With 15 Coloured Plates by H. 

Alkea. 

This iK>hnM is reprinted from the ex- 
tremely rare and costly edition of 1 8431 which 

contains AJken's very fine illustrations 

instead of the usual ones by Phis. 
Ask Mamma. By R. S. Surtees. With 13 

Coloared nates and 70 Woodcuts in the 

Text by John Leech. 
The Analysis or the Honting Field. By 

R. S. Surtees. With 7 Coloured Plates bv 

Henry Aiken, and 43 Illustrations on Wood. 
The Tour or Dr. Syntax in Search or 

THE Picturesque. By William Combe. 

With 30 Coloured Plates byT. Rowlandson. 
TtaE Tour or Doctor Syntax in Sbarch 

or Consolation. By VaUam Combe. 

With 94 Cok>ared Plates by T. Rowlandsoo. 
The Third Tour or Doctor Syntax in 

Search or a Witb. By William Combe. 

Witha4 Cokmred Plates byT. RowlaadsoE. 

The History or Johnny Quae Genus : the 

. Ltttle Foundling of thalate Dr. Syntax. 

By the Author of* The Three Toun.* With 
■ 84 Colovnd Plates by Rowlandson. 




The English Dancs or Death, from tlid 
Designs of T. Rowkadsoii. with Metrical 
lUustaations by the Author of * Doctor 
Syntax.' Ttm Volunm. 
This book oontains 76 CokMved Plates. 

The Dance or Li rE : A PoeEu By the Author 
of 'Doctor Syntax.* Illustrated with a6 
Cokmred Engravings by T. Rowlandson. 

Lirs IN London : or, the Day and Night 

d h« 

scan. With 36 Coloured Plates by 
L R. and G. Cnukshank. ' With numerous 
Designs 00 Wopd. 

Real Life in London : or, the Ramble^ 
and Adventures of Bob Tallyho, Esq^ and 
his Cousin, The Hon. Tom Dashail. By an 
Amateur (Pifltce EganX With 31 Coloared 
Places 1^ Aiken and Rowlandson, «t& 
7W Voiumet. 

The Lirs or an Actor. 9y '^^'^ Egan. 
With vj Coloured Plates by Theodore Lane, 
and several Designs on Wood. 

The Vicar or Wakbfiblo. By OKver Gold- 
smith. With 94 Coloured Plates by T. Rqw« 
landson. 
A reprouUcuon of A very rare book. 

The Military Adventursa or Johnny 
Nbwcome. ByanOlficer. WithxsCoh>ured 
Phitet by T. Rowlandson. 

The National Sports or Great Britain. 
With Descrlvtkkns and 51 Cok>ured Plates 
byQenry Aiken. 

This book is completely different from the 
hrge folio edition of * Natkmal Sports ' by 
the same artist, and none of the plates are 
similar. 

The Adventures or a Post Captain. By 
A Naval OflBcer. Whh fl4 CoAoured Plates 
brMr.WiUaans. 

\C0mHmmed, 
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Messrs. Methubn's Catalogub 



Tn IixosntATBD Focnr hnmuar nmHwiu^ 



Gamonia : or, the Ait of Prewrving Gaae ; 
andfta Improved Method of ouldnfl: Planta- 
tioot and Coven, explained and iUostrated 
hf Lavranoe Rawstorne, Esq. With 15 
Coloored Platei hv T. Rawlins. 

An Acadbmt ros urown Hobscbrn : Con- 
taininy the completest Instructions for 
Walking, Trotting, Cantering, Gallc^ng, 
Stnmbhng, and Tnmbling. Ilnratrated with 
97 Coloored Plates, and adorned widi a 
Poftnit of the Aathor. By Geoffrey 
Gambado, Esq. 

RxAL Lirs IN iKBUiNO, or, the Day and 
Night Scenes of Brian Bom, Esq., uid his 



Blegaat Frfend, Sir Shawn ODoiMr- 
By a Real I^ddy. With zg CotomedPlata 
by Heath, Marks, etc 
Tm ADVKNTnixs op Jonmnr Nkwcombii 
THB Navy. By Alfred Barton. Wixb -A 
Coloured Plates by T. Rowiandson. 

Thb Old English Sqdirx : A Poem. Br 
John Careless, Esq. With 90 Cobend 
Plates aAer the style of T. Rowlandsoa. 



*Trb English Spt. By 

mantle. With 73 Coloared Pfaucs by R. 
Cniikahank, ana many Dhi sti ai i ont m 
wood. Two Voluwtes, 



PLAIN BOOKS 



Tm GiAVB : A Poem. By Robert Blair. 
lUnstrated bjjr is Etchings executed by Louis 
Sehiavonettt from the original Inventions of 
William Blake. With an Engraved TiUe Page 
and a Portrait of Blake by T. Phillips, R.A. 
The illostratiooB are reproduoed in photo- 
gravure. 

I1XU8TBAT10NB OP THS Book op Job. In- 
vented and engraved by William Blake. 
These fiuBons lllnstrations— 91 in nmnber 
"Hoe reproduced in photogravure. 

A80P% Fablbb. With ^ Woodcafis by 
Thomas Bewick. 

Windsor Castlb. BvW. Harrison Ainsworth. 
With as Plates and 87 Woodcots In the Text 
by Geoige Qtiikriuuw. 



Thb Towsb op Lonz>on. By W. HamHS 

Ainsworth. With 40 Plates and 58 Woodoon 

in the Text by George Onodkshank. 
Fbank Faislbgk. Bty F. £. Smedky. with 

30 Plates by George CmiksliBiilc. 
Handy Andy. By Samnel Lover. ^1^ ^ 

Illustrations by the Author. 
Thb Complbat Anglbr. By laak wsto 

and Charles Cotton. With 14 Plates and n 

Woodcuts in the Text. 
This volume it reorodtioed firomthebmiti' 

In! edition of John Mjuor of iSai. 
Thb Pickwick Paivks. By Charles Dictma 

With the 43 lUustmaons by Seymov md 

Phis, the two Buss Plates, and the asGos- 

temporary Onwhya Plates. 



Junior Sxaminatioii Series 

E^ted b7 A. M. M. Stkdman, M.A. Pcap. %vo, is. 
This teries is intended to lead up to the School Examination Series, and is intended 
for the use of teachers and students, to supply material for the former and pracUoe 
for the latter. The papers are carefully graduated, cover the whole of the subject 
usually taught, and are intended to form part of the ordinary class work. They 
may be used vivd tfoee or as a written ezammation. 

Junior Grbbk Examimatiom Papbb& "BfT, 
C. Weatberhead, M.A. 



Junior Fbbwcm ExAMmATiON Papbrs. By 

F. Jacob, M.A. 
JumoR Latin Examination Papbbs. ByC. Jonior Gknbral Inpormatiok Examwa. 



G. Botting, M.A. Third Editiim. 
Junior English Examination Papbrs. By 

W. WUliamson, M.A. 
Junior Arithmbtic Examination Patbrs. 

By W. S. Beaid. Seamd RdlHon, 
JuNiaR Algbbra Examination Papbrs. By 

S. W. Finn, M.A. 



TioN Papers. By W. S. Beard. 
♦A Key to the above. Ommi 8»w. y- ^ 
Junior Gsography Examination PaHRS. 

By W. G. Baker, M.A. 
Junior German Examination Papbss. ^T 

A. Vo^elin, M.A. 



Junior School-Books^ Methnen's 

Edited by O. D. Inskip, LL.D., and W. Williamson, B.A. 

A series of elementary books for pupils in lower forms, simply written 

by teachers of experience. 



A Class-Book op Dictation Passages. By 
W. Williamson, B.A. Tenth SiUthn. Crown 
Sew. IS, 6tL 



The Gospbl According to St. MattiisW' 
Edited by E. Wilton South, M.A. Wldi 
Three Maps. Crown &vo. it. 6d. , 

{ConHiuifa. 



Gbnbkal LrnSKAfOKB 



as 



T^GospslAoqobdingtoSt. Mask. Bdited 
by A. E. Rnbitt, D.IX With ThiM Mapt. 

AJuniorBngluhGsammab. ByW.WDIiua. 

too. B. A. With Diuaerooa pn ■■!»«■ for PwsiBK 

aiiaazuihrBs,aDdachatpceroa SnRyWrilini^ 

StcatutEdiiUn, CrmvmBvok 9*. 
A JuNioE Chsmistit. By E. a. Tyler, B. A. , 

F.CS. With78Ilhittradcai. Ste^mdSdi- 

thtu Cnmm 8cw. a#. 6dL 
Thb Acts op thb Apostlbs. Edited by A. 

£. Ruble, D.D. Crowm tno. af« 
A ToNioR Frbmch Gkammak. By L. a. 

Somet and M. J. Acatoi. Crvwrn 8wi a/. 

BLntBNTAaV EXPaUMBIfTAL SCIKNCB. PHY- 

tiCB by W. T. doBg^ A.iLCS. CnmimT 



i|B.8e. With a PlatM and 



byAuE. 

154 Dtagnuni. 
A Junior OvimTRT. By Mocl S. Lydon. 

With 339 Diagrams. Cronm^ivo, at, 
*A Idmior MAcannsM AND Elbctricitt. By 

W. T. Clough. With many lllmtnitioiia. 

ElBMBNTARY EXTBRXIIBNTAL C hBHIS T R Y. 

By A. £. Danttaa, BJSc With 4 PUtet 
and X09 Diagnuaa. Crown 800. a«* 

A Junior French Prosb CoMPOsmoN. 
jSf R. R. N. Baron, M. A. Ctvnm Stw. a#. 

*Tini GospBi. According to St. Luk b. W ith 
an Introductioa and Notes by William 
WiIfiamaon2B.A. With Three Mapa. Ctvwn 
Sew. M. 6m, 



Leaders of Beligion 

EditMl by H. C. BBBCHING, M.A., Ouion of Wataiiiiler With P<frtraiis. 

Crown ZtMK ai. net, 
A series of short biographies of the most prominent leaders of religious life 
and thought of all ages and countries. 



Cardinal Nbwman. By R. M. Hntton. 
JoHir Wbslbv. By J. H. Overton, M. A. 
Bishop Wilbbrporcb. By G. w. Daniell, 

M.A. 
Cardinal Manning. BYA.W.Hiitloo, M.A. 
Ch ARLBS SiMBON. By H. C. G . Moole, D. D. 

iOHN Kbblb. By Walter Lock, D.D. 
'nomas Chalmbrs. By Mrs. Oliphant. 
Lancblot Andrbwbs. By R, I* Ottley, 

D.D. SBcomdEdiHm, 
AuGOsTiNB OP Cantbbbury. By S. L. 
Cntti, D.D. 



William Laud. By W. H. Hntton, M.A. 

TJard StHtian, 
John Knox. ByF.MacCnim. StcorndSdUhm. 
JOHN HowB. By R. F. Horton, D.D. 
Bishop Kbn. By F. A. Choke, M.A. 
Gborgs Fob, thb Quaxbr. By T. Hod^tin, 

D.C.L. 
John DoHnb. By Auntstns Jeaopp, D.D. 
Thomas Cranmbr. By A. J. Maaon, D.D 
Bishop Latimbr. By R. M. Cariyle and A. 

J. Oulyle, M.A. 
Bishop Butlbb. By W. A. Spoooer, MJL 



Little Blue Book% The 

Geneml Editor. E. V. LUCAS. 

A ieries of bo6lc8 fbr thildren. The aim of the editor Id to get entertaining or 
exciting stories about normal cbndren, the moral of which is implied rather toaii 
exptessed* 



3- 
4- 
5* 



Thb Castaways or Mxadowbank. By 

Thomas Cobb. 
Thb BBBCHNtrr Book. By Jacob Abbott. 

Bdited by B. V. Locat. 
Tm Ant Ouh. By T. HUbcrt. 
A School Ybar. By Netta SyMtt, 
Thb Pbblbs at Tm CAprraL. By Roger 

Aahton. 



Pbiokv 



Tm Trbasvbb •» PBmeaaaTB 

By T.Cobb. 
Mn. Babbbbxv's GtNBBJU. Shop. 

Roger A^ton. 

A Book or Bad Chilobbk* By W« 
Webk 

Tub Lost Ball. By Thonms Cobfaw 



T. 



Little Booke oix Art 

H^k many lUustraHens. Dtmy i^mo, 2s* M «Mr« 
A strica of moDogmphs in miniature, containing the complete ootliae of the 
suMect under treatment and njecting mhiute details. These books are prochased 
wikn tlie greatest care. Each Yolume consists of about 900 pages» and eoataitts from 
30 to 40 ufaistmtiona, including a frontispiece in photogmvure. 

Obbbk Abt. Stetnd EdlHm, JL B, Wskeis* | Rbvwolds. J. Simc. 

S. Ahnadu | Rommby. G«ocie PutoBi 

[C^mHmitd, 
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B. B. D. SkflldilcT. 
LncKTOM. Alice Cerkxaa. 
Vblasqub. Wilfdd WUbodoKoe and A. R. 

Gilbert. 
Gums AMD BoiTCHBB. Eiiia F. PoUanl. 
Vamdyck. M. G. SouJlwood. 
TuBMBiu Frances Tyiell-GilL 
XXhtBB. Jeiaie Alton. 
Honwss. H. P. K. Skiptoa. 
HoLBBM. Mn. G. Fefteicoe. 

Uttla Ofllleries, Tha 

Demy iftmo, 2s, 6eL tut, 

A aeries of little books containing examples of the best work of the great 
Each volume conuins 90 plates in photomwnre, together with a short 
life and work of the master to whom the book is devoted. 



Foctuntede 
Mn. S. A. Sfaup 
COBOT. Alice PoHacd and Ethel 
Rapkaxu a. R. Dryhozst. 
MiLLXT. Metta Peacock. 

IlXUMINATBD MSS. J. W. 

Christ ik Art. Mn. Henxy J 
Jxirxujav. Cyril 
*Claudb. Edmcd 



A LiTTUi Gallsrv or Rxvholds. 
A LrrTLB Galuotv or Itomnnr. 
A LiTTLB Gallsrv or Hornri 



A LrrTLB Gallbrt or MnxAis. 
A LrrTLB Gallbxv or Shcsush 



Uttle Guides, The 

Small Pott 8cv, clotk^ 2J. 6d, net,; leather^ 31. 6d, net. 



OxiosD and rrs Collbgbs. By J. Wells. 

M»A. Illustrated by £. H. New. F^mrtk 

EdiiUn, 
Cambridgb and its Coiabcbs. By A. 

Hamilton Thompson. Seetmd StUtiem. 

Illustrated by E. H. New. 
Tub Malvbrn Countbv. By B. C A. 

Windle, D.Sc., F.R.S. Illustrated by E. 

H.New. 
Shakbsfbarb's Coontsv. By B. C. A. 

Windle, D.Sc., F.R.S. Illustrated by £. 

H. New. Second BdUi^H. 
SossBX. By F. G. Brabant, MJL IlhHintted 

by E. H.New. 
Wbstmimstxr Abbbv. By G. E. Tloatbeck. 

Illnstnted by F. D. Bedfivd. . . 
Norfolk. By W* A. Datt Ithiatmted fay 

B.C Boulter. 
Cornwall. By A. L. Salmon. IQuatrated 

by B. C Boulter. 
Brittant. By S. Barmg-Goald. lUatlfated 

byJ.Wylie. 
Hbrtfordsiorb. By H. W< Toau;>kins, 

F.R.H.S. Illustrated by B.H. New. 
Tkb Enoush Lakbs. By F. G. Brabant, 

M.A. Hlostrated by E. H. New. 



by B. 



Kbnt. Bya Clinch. lUnstnutad by F. SL 

Bedford. 
RoMB By C G. Ellaby. II 

C Boulter. 

Tax Islb or Wight. By G. 
trated by F. D. Bedford. 

SuRRxr. By F. A. H. Lambert. 

by E. H. New. 
BOCKZNGHAMSKIRB. By B. S. Rosooc 

tzated by F. D. Bedford. 

SurroLX. By W. A. Dutt. IBastnted by J. 

Wylie. 
Dbrbvshirb. By J. C Ccoc, LL.D., F^A. 

lUnstratedbyJ.CWalL 

TUB NoafTH Riding 09 Yorkskibb;. By 
E. Morris. lUnstzated by R. J. 



With 



i 



Hampshirb. By J. C Cox. lUustrated by 

M. Em Purser. 

SiaLT. By F. H. Tackaoa. 

Illustrations by tbe Author. 
DoRsrr. By Frank R. Heath. Illustiated. 
Chbshirb. By W. M. n^nt^«t»- 

by Eliiadiath Hartley. 



Uttie Ubraxy, The 

With Introductions. Notes, and Photogravure Ft-ontispi< 
Smedl Pott Svc. Each Volume^ doth^ is. 6d, net; leatJker, zs. 6d, net, 
A series of small books under the above title, containing some of the famous works 
ia Eftglish aikd other literatures, in the domains of fiction, poetry, and bdles lettresL 
The scries also oontains volumes of selections in prose and verse. 

Tbe books are edited with the most sf mpathetio and scbolariy osre. Each one 
contains an introduction which gives (x) a abort biography of the author; (a) a 
critical estimate of the hook. Where th^ are ncoessBzy, short nates are added at 
the foot of the 



■^ 
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Eaidi Tolmne has a pli»tograTiire frontisptooe, and the books are preduoed with 



Fazftar (iQiaa). marjuagk. Edited 

by A. GooDKiCB • Frksx aad Lord 

Idobslbich. 7«w Fifhnmts, 
THE INHERITANCE. Twa Vohtwus, 
GMkoUObB.). CRANFORD. Edited 1>y 

£.y. LocAs. 

H&wChoma (iNithaiiittD. the scarlet 

LETTER. Edited by Pbscy Dbaxmbk. 

BandttZBonCr. F.). A LITTLE BOOK 
OF SCOTTISH VERSE. 

EeatB (John). POEMS. with an Intro- 
duction by L. BiNYON, and N*tea by J. 
Maskvuld. 

mnslakO (A. W.). EOTHSN. With an 
Intioduction and Notes. 

Lamb (Gharl68> eua, and the 

LAST ESSAY^ OF ELIA. Edited by 

S. V. Lucas. 
Looker Of.). LONDON LYRICS. Edited 

by A. D. GoDLSr, M. A. A rexurint of the 

First Editica. 
LoDSfUlow OL WA SELECTIONS 

FROM LONGFELLOW. Edited by 

L. M. Faitkfull. 

lUnfai iA»inm\ the poems of 

ANDREWMARVELU Edited by E. 

WaiGHT. 

mOmi {Msa^. THE MINOR POEMS 
OF JOHNMILTON. Edited by H. C 
BncMiNGt M*A., Canon of Westminster. 

lIMra>.]D. MANSIEWAUCH. Edited 
by F. Hbkssssom. 

moholsCJ. B.&h A LITTLE BOOK OF 
ENGLISH SONNET 

Bo<di«fmiomiiM_aia). THE MAXIMS OF 
LA ROCHEFOUCAULD. Translated 
by Dean Stamhopb. Edited by G. H. 

POWBLL. 

•mitiMSoraMaadlaBM^. rejected 

ADDRESSES. Edited by A^ D. GoDuev, 
M.A. 

Sterao jLauranoo). A sentimental 

JOURNEY. Edited by H.W. Paul. 

TtemmUitMjrfnVK the early 

POEMS OFALFRED. LORD TENNY- 

SON. Edited by J. Cmubton Coluns. 

M.A. 
IN MBMORIAM. Edited by H.- C 

BBBcimiG, M.A. 
THE PRINCESS. Edited by EuzXbbtm 

WOBXMiWOKTM. 

MAUD. Edited by Ei.tka bbth Wobbswoktk 
TbaflkaraylW.lDL VANITY FAIR. 

Edted by S. Gwvnm. Tkr^ VUmmes^ 
PBNDENNIS. Edited by S. Gwymn. 

ESMOND. Edited by S. GWTNN. 
CHRISTMAS BOOK& Edltedby S. GwVnn. 

YaiMliaa (Bmry), THE POBMS OF 

gKHR YYATOHAN. Edited by EDWjjtD 
HonoM. 

iC^mHmusd. 



ENGLISH LYRICS, A LITTLE 
BOOK OF 

Anaten (Jams). PRIDE AND preju- 
dice. Edited by E. V. Locas. 7W 

NORTHANGER ABBEY. Edited by E.V. 
Lucas. 

Baoon jFlnmels). THE essays of 

LORD BACON. Edited by.ExywARD 

Baa^lain n. BA THE INGOLDSBY 
LEGENDS. Edited by J. B. Atlay. 
7Vtf4» Volumus, 

BaziMtt OEn. P. A.). A UTILE BOOK 
OP ENGUSH PROSE. 

Backfora (Ifmiam). THE history 

OF THE caliph VATHBK. Edited 

by £. DBNUCMf Rosa. 
Blllka (Wimam). SELECTIONS FROM 

WILLIAM BLAKE. Edited by M. 

Pbrugini. 
Borraw (GoomX LAVENORO. Edited 

by F. HiNOBs Gboomb. Two Vdmmet, 
THE ROMANY RYE. Edited by Joiffi 

Sampson. 
Browning (SolMrt)L SELECTIONS 

FROM THE EARLY POEMS OF 

ROBERT BROWNING. Edited by W. 

Hall Grippin, M.A. 

Oaiuilnc(Qeonia). selections from 

THE ANTI-JACOBIN: with Gbobgb 
Canndio's addiiioBai Pocbm. Edited by 



Lloyd Sandbbs. 
GowlMT (AbrftHam). THE ESSAYS OF 
ABIUkHAM COWLEY. Edited by H.C 

MotCHIM. 

Orabbe<fleonm). SELECTIONS FROM 
GEORGE CRABBE. Edited by A. C 
Dbanb. 

OtatkOIrL). JOHN HALIFAX, 
NTLEMAN. - 



GE 
Mathbson. 



Edited by Amkb 
Tw0 Voimmtt, 



Or&wshawJBlidiard). THE ENGLISH 

POEMS OF RICHARD CRAWSHAW. 

Edited by Bmtabd Hurrow. 
I)aala (AlltfMM^ THE INFBRNO OF 

DANT£ Transkted by H. F. Cabt. 

Edited by Pacbt TonrBBB, M.A., D.Litt. 
THE PURGATORIO OF DANTE. Trans. 

lated by H. F. Casy. Edited by Paobt 

TovwBBB, M.A.. D.Iitt 
THE PARADISO OF DANTE. Trans. 

lated by H. F. Caby. Edited by Pagbt 

TOYNBSS, M. A., IXIitL 
Bttloy iOeoria). SELECTIONS FROM 

THE POEMS OF GBOaGEDARLBY. 

Edited by R. A. Stbbattbild. 
Boana (A. QX A UTTLE BOOK OF 

UGHT VERSE. 
DidDOIi^BiaJlM). CHRISTMAS BOOKS. 

Tw0 yWiwwfti 
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TmLnruiLii 

Walton OiMk). THB compleat 

ANGLER. KdltedbrJ-BocHAii. 



Woi^toWWUlCW.). SELBCTIOMSnOK 
WORDSWORTH. Edited hj Kovni 

WortiworCiL (W.) and CtOul^JLU 

LYRICAL BALLAD& EdkedbfGnKi 
Saupson. 



WkterliovM (ICn. Alfred)- A LITTLE 

BOOK OF LIFE AND DEATH. EdUed 
lyy. Sfvmik Bdititm* 

lD]iiatiir» Libnur, Methuen's 

Reprints in miniature of a few interesting books which liSLve qioJities of 

humnnity, devotion, or literary genius. 



BorasANOs: A Dial' 



I Yooth. By 
Edward FltaGvald. Trom the editionnnb. 

in xSsz. Z Vny 



ogn« 
Frtt 



lislMd W W. Pickeriac 

FoLONios: or Wim Sawa and Modtra In- 
•tanou. By Edward FitiGaimld. From 
tb« edition pablidwd l»y W. PidtMlng in 
%%$%, D9i^ sanMc Ltmikgr, at. tuL 

Tmm RuBXrrXr or Ohas KRArriLii. By 
Edward Fit^3em]d. Fran the sat edition 
of z8s9, TkirdJUiiim, ZmtJkir, u. mt 

Xha Qacfittd Biognti^UMi 

/3ra/. Sfupi. • £mcA v^AtmSf cloik^ is.6J.Msf; katitr^ xt, 6d. mi. 
These books nre written by sdiolars of refnlte, who oomtwie knowledge tsd 
literuy skill with the power of popahu- prasentatioD. Tbsy are iUnstrated ftm 
atrthentic materiaL 

Damtb AuoHmaL By Pacet Toynbee, 1C.A. 
D.Litt. With za lUMttatioM. ^< 
Edition. 



Ths Lifb or Edwaxd, Lobo Hsmrr cr 
CimtBoirr. Written hj hinaelC. 
Che edition prinMd mt Sttawbatry 
1764. MuUmm yarn, i 



the year 
ac nH. 

Tm Visioiis or Dom FIuuicikd Q«a*B0 
VnxsGAS, Knight of the Ofedar of Sl 
lanen If ade£«liah hr E- U Fraaihi 
idkion printed f«r H. Hamavaaa. riA 
Leaikor. mt. net. . _ 

PoBMS. Ihr Don OnecBwelL FtamtheM* 
tionofr&«a. 



Savonakola. By E. Lk S. Borsbitfgh, M.A. 

With 19 inustrations. Steomd SmH^u 
John Howari>. ByE. C S. Oibaott« D.D., 

Vicar of Leeds. With » lUostimtiooi. 
XBHinrsoN. ,By A. C Bbhsoii» hCA. With 

9 lUottzatiooa. 
Waltbk RALnca. By L A. Taylor With 

la Illnstrationa. 
BaASMiis.^By E. F. H. Gapeyi* With ta 

Illnatration& 
Thb Young PHrraNOBs. By C S. 

With la IlhHlratkjQa. 



Roamr Buaifs.. By T. F. 

With 19 lUuatxationa. 
QSATBAM. By A. S. 

niMtratkna. 
St. Fbamos or Asbisl By 

dart. With 16 IHoatratiaBa. 
CammroL By W. A. 



ifl 



ILSlid- 

WiAn 

BBAcowsriaxA By Waher Sidwl. Wilkti 

GOBTWA By «L G. Atkiae» Wlk n !!»• 

trationa. 
•FkaxMib By Vltoenat St. Cytsi* ^^in 

xa Ill««iaiiia» 






School StBiainatdoii Series 

Edited by A. M. M. STEDMAN, M.A. O 

FaBMCH Examination PAPans. By.A. IL 
II. Stedmaa. M.A. Tkirtunik Ediiitm. 
A Kby, taaaad to Tuton and Pri^aia 
Students only to be had on anplicaikm 
to die PttUiahera. Fi/iTMitiim. 
Cremm 8pa 6f . net. 
LATOf ExAMmATiON Paisml By A. If. If. 
SledBian.M.A. T\utffih SditUm, 
Ear (Fowih SdiHm} iaened as above. 
6t* »r/. 
GaxBK Examination Papsbs. By A. M. M. 
Stedman, If. A. Sgvtmik JUiHon. 
lUv {Su9ud £dUi0H) lasued at above. 
6r. mrli 
Obbman Ezaminatiow Paraas. By R. J. 
Iforidi. Ft/ikSdiHm. 



tfNSi ai. 6d. 



HiSToar ani> -^^ ... — - ^^. . 

PAraaS. By C H. Spenoe, lf.A. TkH 
Editim, 

Prvsccs EaAMiKATiOM Pdifwas. By R* ^ 
Stnel, lf.A^ F.CS. 

GaMxaAL EMoWLStica Examuatioii 
PapkikS. By a. If. M. Stcdaan, ILA 
J^MSdiHon. 

ICbt (7!UM MdiHm) ISiMd ai sbo«» 
71. «#f. 

EKJumiatio* PAMaa tif 

By J. Tait Pfowden-WardfaMr* BJL 
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Bodal QttegtJomi of To-day 

Edited by H. DE B. GlBBINS, Litt.D., M.A. Crown Zvo. aj. ^ 

A aeries of tolumes upon thoae topics of social economic, and industrial interest 
Ibat are foreoiost in the public mind. 

Each volume is written hj an author who is an acknowledged authority apon the 
aubject with which he deals. 



Tkads tTNiOKtsM—Nsw AND Oux By G. 

HowdL TkirdEditioH. 
Trk Co-opbkativb MovsMSif t To-oay. By 

Q. J, Holyoftke. Fonrth Mditwn, 
Pkoblxms or Povbktv. By J. A. Hobtoo, 

M.A. Fifik Editktu 
Ths Commbrcb op Natiohs. By C F« 

Basuble, M.A. Third Bditiom. 
TiwAuEN Invasion. By W. H. Wilkiiii,&A. 
Tkk Roral EatoDUS. By P. Aodenoo 

Giahiun. 
Land Nationalization. By Harold Cox, 

B.A 
A SHorraa Working DAT, ByKdeGOibiiis 

and R. A. HsdUdd. 
Back to tmv Iamo. An laqoiry into Ronl 

Depopuladon. By H. E- Moore, 
TausTi, Tools, AWD CojWBM. ByJ.Stcpbaa 



Trx Pactort Ststbk. By R. W. Cooke- 
Taylor. 
Ths State ano its Chiu>rbn* By Gertnide 

Tttckwell. 
Wombm's Work. B7 Lady Ptike, Miu 

Bulley, and Miss Whitley. 
Socialism and Modern Thodqht. By M. 

Kaafixnano. 
TksProblbm op ths Unbmplovxd. By J. 

A. HobsoDy M. A 
Lips in Wbst London. By Arthur SberweD, 

M.A. Third Ediiiam, 
Railway Nationauzatiom. By CHeoMnt 

Edwards. 
WoRKKousas AND Paqpssism. By Louisa 

Twining. 
UNivsRsmr and Socux Sbttuimbnts. By 

W» ReaoQBf M«A 



Methnen's Standard Liliraxy 

Editbd by si DN EY LKB. /m Sixptnny F^ A^jmsc, 

Messrs. Methven are poblishing a new series of reprints omtainlng both books of classical 
repate, which are aooeasiblein various forms, and also some rarer books, of which no satisfactory 
emtioii at a modvate yiice is in existeace. Itiatheir amUtion to plaioa the best books of afi 
nations, and parttcidafiy of ths Anglo-Saxon race, within the reach of every reader. All the 
great masters of Poetry, Pnuna, notioo, HistoiTi Biocntphy, and Philoaophy will be mpte- 
lented. Mr. Sidney Lee is the Ueneral Editor 01 the Lihrary, and he contributes a Note to 
eadi booL The cbaiacteristics of Mbthukn's Standard Library are tva }~i. Soundnbss 
OP Text. a. Complktbness. 3. Cheapness. 4* Clearness op Type. 5. SmpLiciTv. 
In a few cases veiy long buoks are issued as Double Volanes at One ShilUag net or as Treble 
Voltunes at One ShllHng and Sixpence net. The volumes may also be ebuuned In doth at 
One Shitting net, or in the case of a Double or TieUs VoIubm at One and Sixpeasa net or 
Two ShiUings net. 

Theae are the early Books, all of whidi are in the 

The Works op William Shakbspsare. In 

10 vohuneSk 

Vol. l— The Tempest ; The Two Gentlemen 

of Verona ; The Merry Wives of WisMfaof / 

Measure tat Measure; The Comedy of 

Vol. il— Moch Ado About Nodiiag : X^ove *s 

Labour's Lost; A Midsummer Night's 

Dream ; The Merdumt of Venice ; As You 

UkelL 
Vol. ni.-->TheTtimingof the Shrew ; Al'S 

Well tlwi Eo^ Wella Twslfth Nigks s The 

*VoL IV.— The Ufeand Death of Kiag John ; 
The Tkagedy of Kmg Richard the Seooed ; 
The fhst Put of King Henry iv*; Th* 

Henry IT. 



*VoL v.— The life of King Heary y. ; The 
First Part of King Henry yl ; The Second 
Part of King Henry Vb 
•Vol. Yl.— The Third Part of Kfaig Henry vl: 
The Tragedy of King Richard lu. ; The 
Famous HHislory of die Uih of King 
Henry vitb 
The Pn grim's Procrbss. By John Bunyan. 
The Novels OP Jane AosTEN. Insvdumea. 

Vou L— Sense and Sensibility. 
The Smguss Works or Feamcv BAeoN, 

LORDVsaaLAM. 

VoL I.— Essays and Coaavsis vfA lbs New 
Atlantis, 
Tbb Poems akoPlays OP OuPBE OoLSSMim. 
On THE iMiTATieM OP Chbist. By Thoaiss 
hKeapis. 

\C99Uhimtd> 
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MBTHUBM't StAMDAKB 

Thb Wosks or Bbm Jokmn. In about la 



*Vou I.— The Cue U Altered ; Evenr ICen 
ia His Honour; Every Man oat of Hb 
Hnmoor. 

*VoL It— <>mthia*flIt«Teb : TIm Poetaster. 
Thb PaosB Wobks op John miltom. 

*Vou L— KikoDoUastet and Hie TcBore of 



KiiMBand >Iacktrat« 

SKLBCT WOKKt OP KOMOND BOUCS. 

VoL I. — ^ReflectioosontheFrendiReirolatieo. 
Thb Woucs op Hamrr Fiblding. 

Vol. 1.— Tom ToneSi (TreUe Volmne.) 
Tub Pobms op Thomas Chattbbton. In * 
Tolnines. 

*yol. I.— Mtscellaneoas Poems^ 
^hb LtPB OP Nblson. By Robert Sonthey. 
Thb Mbditatioms op Mabcos Aubbuds. 

Translated by R. GraTes. 
Thb Histoxv op thb Dbcunb akd Fau, op 

THB Roman Bmpikb. By Edward Gibbon. 

Iny ▼olumee. 
The Notes hafe been revised by J. B. 

Bury, UttD. 
Thb Plats op Chbistoprbb Mablowb. 

*VoL L— Tamborlane the Great} The Th«i- 
cal Histery of Doctor Fanstns. 
*Trb Natubal Histobt and A n i i qu i TiBi op 

SiLBOBNBk By GUbert VHiite. 



Thb P0BM8 OP Pbbct Btbshb 



The Revolt of Islaai. etc 
*VoL ti.— Promedieiis Unbound ; The Cenci ; 
The ICaaqne of Anarchy ; P^er Bell the 
Thbd ; Ode to Liberty ; Tbc Whcfa of 
Atlas ; Ode to Naples ; GEdipaa TynoBflS. 
The teat has been reiwed by C.I>. L0COC&. 
*Trb Littls Flowbbs op St. FBAaros. 

Translated by W. Heywood. 
Thb Wokks op Snr Thomas Bbowkb. Id S 
volumes. 
«yol. I.— Re&sio Medid and Ura BariaL 
Thb Pobms op John Miltom. In 9 1 ii l iiai n 
*VoL L— Paradise Lost. 
•V0I.11.—I 



Regained. 
Sblbct WOBKS OP StK Thomab M< 

*VaL I. — ^Utopia and Potaaam, 
*Trb Analogy op Rbugioh, Natdbai;. 

Rbvbalso. By Joeepb Botkr, D.D. 
*TiiB Plats op Philip Massingbb. 

VoL L— The Duke of MOaa; The 
man ; The Roman Adnr. 
*Tmb Pobms op John Kbats. In a vo 
*Thb Rbpubuc op PLATa 

Taylor and Sydeahassi 



TedindlQgy, Textbooks of 

Edited by Professok J. WERTHEIMER, F.LC 
Fuify lllustrat$d. 



By W. 
a.Jf.A. 



_ Part II. 

French, M.A., and T. H. Boardmaa,' 
Crvnw 8mi x«. td. 

TbCHNICAL ABlTBMBTtC AND GbOI 

By C T. Milfis, M.I.M.K. O 

An Intbodoction to thb Snmr or Tkx- 
TiLB Dbsign. By Aldred F. Bariter. Dm^ 
Bcw. ft, 6d, 

Boa^DBBt* QuAHnms. By IL C 
CtvPM 8n0» 4^. Oo. 

RBroussi Mbtal Wobk. By A. C 
CfvmsBew. ar.6A 



How to Makb a Dbbss. By J. A. E. Wood. 

Third jSditian, Crown %O0, u,6d. 
Cabpbntbt and Joinbbv. By F. C. Webber. 

Third Edition, CfVwnBvo. 3i,6d, 
Pbactical Mbcmanics. By Sidney H. Wells. 

Third Edition. Crown ZtfO. ^.6d, 
Pbactical Physicb. By H. Strood, D.Sc., 

M»A. Crown ssn 3^* Otf. 

MiLUNBBT, ThBOBBTICAL AND PkACTICAL. 

By Clare HiU. Soeond Edition, Crown Zoo. 

SA 

Pbactical Chbmistbt. Part l By W. 
FreochtM.A. Crown %oo» Third Edition^ 
xt,6d. 

Theology, Handbooks of 

Edited by R« L. Ottlby, D.D.. Professor of Pastonl Theolo^ at Ozfotd, 

and Ckhoii of Christ Church, Oxford. 

The seri^ ia intended, in part, to furnish the clergy and teachers or students of 
Theology with tnistworUiy Text-books, adequately representing the pceseat position 
of the questions dealt with ; In part, to make acces si bl e to the reading public an 
accurate and condse statement of fiicu and prfnciples In an questions hwiiim, 00 
Theology snd Religiona 

Thb XXXIX. Abhclbs or trb Cmubcu or An iNTBooocTtoii to tub Histobt or 

Bnglandw IMiftedhy K. C S. 6ibseB« Rblsqvin By F. B. JevoM, MJL, 

D.D. Third and Chea^SiUtion in one litLD. — " " ^ -^ 

ZVm/ 8v«. ISA Uk i9t. 6d, 
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Haici»ooks or TtaoLOGr—t^mHmmd. 

Ths DocnuNB OP thx Incabmation. By R. 

L. Ottley, D.D. Ssc^mi and Ckti^tr 

EtUtion, Dtmy 8cw. X3f. ^d. 
An Intkoductiom to thb Histokt op tmb 

Crbbds. By a. E. Bum, B.D. Dtft^ 

8m. xor. 6d. 



Thb PmLosonrr op Rbugion m England 

AND Ambsxca. By Alfred CaMecott, D.D. 

Dtmy Ztw, tot, 6a. 
A History op Early Chbistian I>octbinb. 

By J. F. B«thBiM Baker, M.A. J)nt^9v0. 

xot*6d» 



Westminster OommentaiieSy The 

General Editor. WALTER LOCK. D.D.. Warden of Keble College. 
Dean Ireland's Professor of Exegesis in the University of Oxford. 
The object of each commentaxy is primarily exegetical, to interpret the author's 
meaning to the present generation. The editors will not deal, except very snbor- 
dinately, with questions of textual criticism or philology; but, taking theEngUsh 
text in the Revsed Version as their basis, thev will try to combine a hearty accept- 
ance of critical prindples with loyalty to the Catholic Faith. 

Tub First Spistlb op Paul thb Apostlb 
TO THB Corinthians. Edited by H. L. 



Thb Book op Gbnbsis. Edited with Intro- 
duction and Notes hy S. R. Driver. D.D. 
Fourth Editwn Demy 8cv. io«; &st 

Thb Book op Job. Edited by E. C S. Gibtoni 
D.D. SgCMd EiUtiptu Dtmy^ne, 6f. 

Thb Acts op thb Apostlbs. Edited by R. 
B. Rackhamj M. A. Domf Smw Steend mud 



Goodgei M.A. Demy lv». 6f. 

Thb Spistlb op St. Jambs. Edited with la* 
trodnction and Notes by R. J. KaowUng, 
M.A. ZViwjr 8Mb 6t. 



Part II. — Fiction 



AlbanMi OB. ICazla> SUSANNAH AND 

ONE OTHER. FmurthEdiiimu Crewn 

%ve, &r. 
THE BLUNDER OF AN INNOCENT. 

Second Editiem, CrvwmZvo. 6r. 
CAPRICIOUS CAROLINE. Second Edi- 

Hen, Crown 8w. 6g, 
LOVE AND LOUISA. Second EdiHon, 

Crown Stv. ts, 
PETER. A PARASITE. Crown hfo, 6s, 
THE BROWN EYES OF MARY. Crown 

Bvo, 6c 
AlUrtey &.% Author of 'Vic* Vexaft.' A 

BAYARD FROM BENGAL. lUiutnted 

by Bbrnaro Partsidgb. Tkird Ediiion, 

Crown Bvo. y. 6d, 
BaolieUardrTUurX Anthorof 'Eben Holden.' 

DARREL OFTHE BLESSED ISLES. 

TAird Ediiion, Crown Stfo, 6t, 
Bagot (Richard). A ROMAN MYSTERY. 

Tkird Edition, Crown Smo. 6s, 
THE PASSPORT. Second Ed Cr.Bvo, 6s. 
Balfour (Andrevl See Sbilling Novels. 
Baxlng-Goiild (S.X ARMINELL. F(/iA 

Edition, Crown Bvo. 6s, 
URITH. FtVik Edition. Crown 9oo, 6$, 
IN THE ROAR OF THS SEA. SetmiA 

Edition. Crown Sbml 6s. 
CHEAP JACK ZITA. Fomrtk Sdiiion, 

Crown Bvo, 6s. 
MARGERY OF QUSTHBR. TkM 

SdsHon^ Crown m. df« 



]L 



THE QUEEN OF LOVE. Fi/lk Edition. 

Crown 8«0. 6s, 
ACQUETTA. Third Edition, CrownBvo* 6s. 

ITTY ALONE. Fifth Edition, Cr,Bioo, 6s. 
NOEML UloBtrated. FomrihEdiHon, Crown 

Bvo* 6u 
THE BROOM-SQUIRE. lUostiated. 

Fom^ Edition. Crown 9oo. 6s, 
DARTMOOR IDYLLS. Crown Boo. 6s. 
THS PENNYCOMEQUICKS. Third 

Edition. Crown Boo. 6s. 
GUAVAS THB TINNER. lUnstfBted. 

Second Edition. Crown Bvo. 6r. 
BL ADYS . lUostnted. Second Edition, 

w f^Q^wtrt^ Hpff, Owe 

PABO THE PRIEST. Crownhoo, 6s, 
WINEFRED. lUustiated. Second Edition, 

Crown hue. 6s. 
ROYAL GEORGIE. Illiistrated. Cr, 8w. 6s. 
MISSQUILLET. lUnstiaied. CfVwnBvo. 6ft 
CHRIS OF ALL SORTS. Crown Boo. 6s, 
INDEWISLANIX Second Edition. Cromm 

Bvo, 6c. 
UTTLETUTBNNY. A »em Edition. 6d 

See abo SUUmc Novels. 
BailOV <J«|^rTH£ LAND OF THE 
SHAMROOL Crown%vo. 6t. Seaalso 
ShMiMNwek. 

OtolNrlV IK THS MIDST OF 

kftMS. TkirdJUition, Cremm%oo. 6a 

' A baoltwU^ ImtabwwIaBrijr satiifiod as 
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MESSR& MSTHUBN'S CATALOGUE 



THE MUTABLE MANY. Tkit^ EdUism. 

' Tliere U much insight In it, Mid much 

exoeDent hvaaom.*— Daily Ckronicb. 
THE COUNTESS TEKLA. Third EdlH^m. 

Crwm iv0, 6s, 
'Of these medfae^ ronumoei, whSdi are 

oour gaining ground. ' ' The Countess Tdda " 

is the very best we baTe seen. -^Pmil Mali 

GaagtU. 
THE LADY ELSCTRA. Stcmd JUiUm. 

Cf v wa iwK 6f« 
THE TEMPESTUOUS PETTICOAT. 

TkiFdBditwm, Cmwm 8sw. 6t, 
Sm also SbUUag Navels. 
BtCUit (Baxol4)7THS ADVENTURES 

OF SIR JOHN SPARROW. Cr0um tev. 6f. 
BeUooCBllalre). EMMANUEL BX7RDEN, 

MERCHANT. With 36 Ulnstzations hy 

O. K. CHismTMi. Sfcmui SdsHm. 

CrfMiBfW. 6$. 
BenaonOBLJP.). See Shmina; NoreU ^^ 
E«iwoiL Oiimret). SUBJECT TO 

VANITY. Cr^nw 8Mb y. 6rf. _ 
Baiant (Sir W|ltt«X% See ShflHoc Novels. 
■oame <HsrM4 0.). SeeV. LaBMl|iL 
Burton (J. BlowUUn#X THE YEAR 

ONE : A Page of the Frendi Revolution. 

Illustrated. Crown 8o». tf«. 
THE FATE OF VALSEC. CfVtM Sntk 6f. 
A BRANDED NAME Crmm^P^ 6$. 

See also Shilling Novels. 
OiBM (B«niar41 Author of <Tbe L^ of 
^Ine/ THE EXTRAORDINARY CON. 

FESSIONSOF DIANA PLEASE. TAini 

Bdition, Cr&ffmZv^ 6t, 
A JAY OF ITALY. Third Ed, Cr.9ofi. 6m. 

m&atnCW^tMimftj}. the tragedy 

OF THE GREAT EMERALD. Crvwm 

THE MYSTERY OF A BX7NGAL0W. 

Sic^md EdtH^H, Crffwn to». 6f. 
See also Shilling Novels. 
OUfford (BXkgtk\ A FREE LANCB OF 

TO-DAYT CrvcMiScw. U, 
GUfflnrd (Vn.'W. K.)i See ShiOin Novels 

and Bowes for Boys and Girls. 
Cobb (TlumiMX 4 CHANGS OF PACE. 

C town 9^9, Ac 
00f«m<]UlteX A ROMANCE OF TWO 

WORLDS. Twtnfy-Fi/Uk Edition, Crown 

VENDETTA. Twrntf-Plrti Edithn. Crown 
THELMA. Thirty^oeond EdiHtm, Crmm 

ARDATH: THE STORY OF A DEAD 
SELF. Fi/ieonih EdiHm, Crown%»o. 6s, 

THSSOULOFLILITH. Tmoi/U EdiH^n. 
Cfwwn%vo. 6s. 




7)w iMkUriMVMaoe ofthi 
and the imaginative beauty of the 
have reoaocuedustothedaringofthe 
oeption. This "Dream of the Worlira 
Tragedy" is a lofty and not inadeonata 
innqphrase of the scheme dimaz ol the 
inspired narrative.'— ZHh^/n* Reviom. 
THE SORROWS OF SATAN. 
Ninth Ediiion, Crown ^00, 6f. 

'A eery i^oereiful piece of 
The conoeptioo is magnifioiwtt, aad is likely 
to win an abiding ftlaoe within the mrn i og y 
of man. . . • The author has immcsae oook* 
of language, and a limitless aadadty. 





will Uviaiong afWr nnch of the _ 
Utoature 01 the day fa Cacgottaa. 
literary phenoraenott • • • novel) and 
sublime. —W. T. Stsad In the i? 




WORMWOOD, FonrUtnihEdUion. Crwwn 

9ivok 6t, 
BARABBAS; A DREAM OP THE 

WORLDS TRAGEDY. F^rtitih 

' Ci - 



THE MASTER CHRISTIAN. 
Th^msamd Crown tmo. 6s. 

* It cannot be denied that *'The 
Christian '*u a pownrfol book ; that it is ( 
likely to nis» uacooilJortable qoeatiaBS in all 
but the mast aelf«atisfied reaiders, and that 
it strikes at the mot of the iulare of tlie 
Chnrche»— the decay^of faith— in a manner 
which shows the inevitable dimorr hra^eng 
upu . • • The good Cardinal Bonpr6 m a 
beantybl igorei fit to stand beside the good 
Kshop in ^* Les Mi sftrables.* ItUabook 
with a serious purpose expressed with a be o h i t e 
aacooventionality aad passion. . . . And^hia 
Is to say It is a book worth 
E*aminor, 

TEltPORAL POWER: A STUDY IN 
SUPREMACY. xyathTh^msasuL Cf 
tiao. 6$, 

' It is Inmosnble to read such a work 
" Temporal Power** without becoming 1 
vinced that the story is intended to 
certain criticisms on the ways of the 
and certain tuggestioDS for the bett« 
of humanity. « « • If the chief intention of 
the book was to hold the nurrornp to shamsi 



ia^uatice* dishonesty, croeltv, mid aegloct 
ofoonacience, nothing but praise can be given 
to that intention.'— ^i9ria«^/*«r/. 

GOIVS GOOD MAN : A SIMPLE LOVE 
STORY. xM*hTh*usmnd, CrownZvo, 6*. 

C0tM(Mrg. SrwardX See San Jeaanettc 
Duncan. 

CottereU fOoBBtai&o^ the virgin 

AND THESCALEa Soeond Editiam. 
Crown %vo, 6s. 

Crmiw <8ie)^en) and Bur (BolMrt>. 

THEO'RUDDY. Crown Bvo. 6t. 
OtOtkK^ (%. BA Author of 'The Raiders,' 

etc. LOCHINVAR. lUustxaled. ~ 

EdOion, Crown Bvo. 60, 
THE STANDARD BEARER. O 

6f. 
OMkarCEM.). ANOSL. E^mrthSdUtm. 

CrMMi8a». 6a 
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iiodesi and lend«r of loren, a pMrleas 
gentleman, an intrepid fighter, a faithful 
mend, and amagnamnurasioe.'--^ 



PHROSO. Illustrated by H. R. Millar. 
Sirtk Edihim, 

* The tale is thorooghly fresh, quick with 
vitality, stirring the Uood.'— .S/. Jtmwft 

SIMON DALE. Illastrated. Sixth EdiHcn, 

'There is searching analysis of human 

nature, with a most ingeniously constructed 

plot. Mr. Hope has drawn the contrasts 



of his woman witii marr aH o a^m/ £MHm, 
delicacy.'— TYmm. 

THE KING'S MIRROR. Fourtii*^ 
* In elegance, delicacy, and tact it t. ^ 
with the best of his novels, while in the vicj 
ranp;e of its portraiture and the^ subtilty 
of Its analysis it surpasses all his earlier 
ventures. '—S/ectat^r. 

QUISANTE. Fourth Edtittm. 

' The book is notable for a very high liter- 
ary quality, and an impress of power and 
mastery on every vms^*— Daily CkrvmcU, 

THE DOLLY DIAIoGUES. 



W. W. Jacobs' NoTelB 



Crown Svo 

MANY CARGOES. Twemty^evtntkEditum. 
SEA URCHINS. TtntA Edition, 
A MASTER OF CRAFT. Illustrated. 
Sixth Edition, 

'Can be unreservedly raooaimended to 
all who have not lost their appetite for 
wholesome laughter.'— iS>M:/a/«r. 

'The best humorous book publiabed for 
■any a day.'— ^AkA amd fVTktltt. 



Illustrated. F^ttrth 



y, 6d, each. 

LIGHT FREIGHTS. 
Edition, 

' His wit and humour are perfectly irress- 
tible. Mr. Jacobs writes of skippers, aad 
mates, and seamen, and his crew are the 
Jolliest lot that ever sailed.'— />a/^ News, 

' Laughter in every TpAgp,*~^Daily Mail. 



Lucas Valet's Novels 

Crown Zvo, 6s, each. 



COLONEL ENDBRBTS WIFE. Third 

Edition, 
A COUNSEL OF PERFECTION. Ntw 

Edition. 

LITTLE PETER. Second Edition. ^,6d. 
THE WAGES OF SIN: Fourtetnth Edition. 
THE CARISSIMA. Fourth Edition, 

THE GATELESS BARRIER. Fottrth 
Edition, 

[Ixk " The Gateless Barrier" it is at once 
evident that, whilst Lucas Malet has pre- 
served her binhright of originality, the 
artistry, the actual writing, is above even 
the high level of the books that were bom 
htAttC^lVestmimtor duotto. 



THE HISTORY OF SIR RICHARD 
CALMADY. Seventh Edition, A Limited 
Edition^ in Two Volumes. Crown 8fw. xu. 
'A picture finely and amply concaved. 
In the strength and tns^bt in which, the 
story has beoi conceived, in the wealth of 
fancy and reflection bestowed upon its 
execution, and in the moving sincerity ofits 
pathos throughout, " Sir Ricnard Calmady " 
must rank as the great novel of a fereat 
writer.' — Literature, 

' The ripest finut of Lucas Malet's genius. 
A picture of maternal love by turns tender 
and XanWtJ^Speetator, 

'A remarkably fine book, with a noble 
motive and a sound oondusion.'-^/'/Ar/. 



Gilbert Parked s Hotels 

Crown Zvo, 6s, each. 



PIERRE AND HIS PEOPLE. Fi/th Edi- 
tion, 

' Stories happO^ conceived and findy ex- 
ecuted. There ts strength and genius in 
Mr. Parker's style.'— Z>«f/jr Telerra^ 
MRS. FALCHION. Fourth Edition, 
' A splendid study of character. ' — 

THE TRANSLATION OF A SAVAGE.' 

Seeond Edition, 
THE TRAIL OF THE SWORD. Illns- 

tnted. Eifhth Edition. 



^ 'A ronsinc[ and dramatic tale. A book 
like this b a joy inexpressible.' — 

Daify Chronicle, 
WHEN VALMOND CAME TO PONTI AC: 
The Story of a Ix>st Napoleon. F(/ih 
Edition, 

* Here we find romance — real, breathing, 
living romance. The character of Valmoro 
is drawn uoieninsW.'—PallAfalfGasette^ 
AN ADVBNTURSR OF THE NORTH I 
The Last Adventimt of 'Pretty Piene.' 
Third Edition, 



s« 



MTessrs. Methuen's Catalogue 



^ ,_ ..^bookisMioffiMMKl 

^TSl?^ o^ ^« Sreat North.'— ^AKfinv 



THkS seats of the mighty. lUns- 
trated. Thirteenth Edition, 

' Mr. Parker has produced a reaSy fine 
historical noveL* — Atkenautn, 

'K^9»Xhof^'^BlackemdlVkite, 

THE BATTLE OF THE STRONG: a 



BomancT of Two miicdoB& 
F^mrth Ediiitm. 

* Nothing Bore vicoroaa or 
has come from Mr. Gilbert Paricer 
noTel. ' — Litemtatre. 
THE POMP OF THE 
Second Edition, y. 6d. 

'Unforced pathos, and 
ledge of hnnum natnre than be 
Utotc'^PaliMmllCmmeUt^ 



Arthur UorriBon's N<iTobi 

Crown Zvo, 6j. eack. 



TALES OF MEAN STREETS. Sixth 
Edition. 

'A great book. The aathor*s method is 
amasinglx efTectivejand produces a thrOIing 
tense of reality. The writer lays upon us 
a master hand. The book is simply appalling 
and irresistible in its interest. It is humorous 
also ; without humour it would not make the 
mark It is certain to naifm.*»^lVorld. 

ACHlLDOFTHEJAGa Fonrtk Edition. 
*The book is a maaX/et^Atcc^—PtUi Mall 
GoMtttt. 

TO LONDON TOWN. Second Edition. 
'This is the new Bir. Ardmr Moirison, 
gracious and tender, sympathetic and 
Enman.*— i>af(r TeUgrupL 



CUNNING MURRELL. 

•Admirable. . . . DeUghtfnl 
relief ... a most artistic and 
achierement. ' — Spectmior, 

THE HOLE IN THE WALL. 
Edition, 



Itl 






a imaiity of touch that onl: 
commamd.*'— /^n(r 

*An absolute 
novelist might bepraod 

'"The Hole in the Wall 
pwoe of work. His 
with amanng skilL 




TSAm, Phillpotts* NoveLi 
Crown Zvo, 6s, eacA, 



LYING PROPHETS. 
CHILDREN OF THE MIST. FifVkEdiiion. 
THE HUMAN BOY. With a Fiontispiece. 
Fonrth Edition. 

*Mr. Phillpotts knows exactly what 
■chool'boys do, and can lay barfedieir in- 
most thoughts ; likewise he shows an all- 
pervading sense of htnnour.'— i4da<£rMy. 
SONS OF THE MORNING. Secmtd 
Edition., 

' A book of strange power aftd fascina- 
tion.'— ^tfrw/Mf Pott. 
THE STRIKING HOURS. Second Edition. 
' Tragedy and comedy, pathoa and 
humour, are blended to a nicety in this 
▼olume. — World. 
' The idiole book is redolent of a fresher 



and ampler afar than hreatlMi fa Iho i 
scribed life of great towoa.*— tSiicia tor, 

THE RIVER. Third SdUion, 

' " The River'* pUces Mr. Phfllpotts b d» 
front raidc iA living covelisia. ' — PmmcJk, 

'Since "Loma Doone" we have 
nothing so picturesque as this Mew ] 
Btrmintpknm Gmaotto. 

<Mr. Phiilpotts's new hook Is 
l4ece which nrings bim indiaputaMy into 
the front rank of £n|^Ush novelista.' — Pmil 
MtUlGaaeHe. 

' This great romance of the River Dart. 
The finest book Mr. Eden Phillpotts has 

Written.'— ^*n»wi^ Post, 
THE AMERICAir PRISONER. 
Edition, 



8. Baxing-Gonld's Novels 
Crown Zvo. 6s. each. 



ARMINELL. Pi/ih Edition, 

URITH. Fi/ih Edition. 

IN THE ROAR OF THE SEA. . SovfHth 

Edition, 
CHEAP JACK ZITA. Fomih Edition. 
MARGERY OF QUETUER. Third 

EdiHok, 



THE QUEEN OF LOVE. Fifth 
JACQUETTA. TUrd Edition. 
klTlY ALONE. Fi/th Edition, 
NO^ML UluMSHtOd. FomHhBMtfbn. 
THE BROOM-SQUIRE. 

Foufih EdM tft. 
DARTMOOR IDYLL& 



TBK PBmraCOUEQUICKS. Ttir 

CUAVAS THS TINNES. IlliutrUei: 

Sitrmd Ediiitit. 
BLADVa lILunnued. SieamlJidilieH. 



WINIFRED. IDnitiued. SKtadSdOitm. 

ROVAL GEOROIE. Elhstnicd. 

MISS QUILLET, muiinud^ __ 



i« USWISLAND. 

B«b«rt Bbu'b NotbIb 
Crovm Bvc. 6s. each. 



IN THE UIDST OF ALAKUS. TUrJ 

'A book which haiilHUHluitlyiallifiKl u 
hr it< capiul bumouL'^^KiVr Cironuli. 
THE MUf ABLE MANY. SioKt^ S^lirm. 
'Thcrd a much Insight [n it, and much 



THECOUNTESSTErUL Tij 
'Oflhw DUdiEYil nauiw 

tSim '^ftb^Tcrfw we h 

THE LADY ELECTRA. 



'Tbi Counlcu 



__„.ElgL.IUllaJ. SUSANNAH AND 
ONE OTHER. Awrf^fa^Yuii. Craxm 

TUB BLUNDER OP AN INNOCENT. 

CAPRiClOOS'CAROLlNE. OwLm B™. 
6i. 

LOVE AND LOUISA. Crmn Bro. 6.. 
PETER. A PARASITE. Cr«m Biv. 6r. 
jbutOT (F-X Author of 'Vin Void.' A 
BAVAttD FROM BENGAL. lUuitiued 
b^BuHAUiFAiiTUDCE. Tfdrd EdiUm. 

BLESSED ISLES. 
CrvmBiw. Gi. 
BamtOUdlArd]. A ROlfAN MVSTESV. 
Third Sditiim. Cmm tva. 6i. 

BaUOnr (AndrawX vengeance IS 

HIKE. lUiutnled. Crvm <». ii. «f. 
Balftnir (K. C.). THE FALL OF THE 

SPARROW. CnmiBH. bi. 
BMlnS-OOQld <8.). fie* pags }4 ud u. 

Badow <Jni»X the land of the 

SHAMROCK. CrvHlm 6i. 

FROM THE EASTUNTOTHE WEST. 

BurCMbertX Scepua jj uid im. Nwdi. 

BecUa (HatoU). ThK adventures 

OF SIR JOHI^ SPARROW. Crtum 

Balloo (koiilrel UR. BURDEN, 

DEALER IN HARDWARE. With 36 

lUuiMlioU hT G. K. Chkstertoh. 

Cr<mm Bnt. fii. 
BnuOiKK. F.). DODO; A Deuil oT lbs 

D». CrBWH tm. 6t. 

THECAPSINA. Crnntvu. ti.iul. 
BMMn (MaroMt). SUBJECT TO 

VANITy. CVauBco. y. fd. 

B«Mut (Hr Valtnr). A TivE ysaks- 

TRVST,M>dOlbnSlniM Ctwmutrr. u 



Bowles (0. Stomrt). A STRETCH OFF 

THE LAND. Crsivnecv. 61. 
Bnllock (EhUL p.), THE SQXHREBN. 

THE RED LEAGUERS. Cnmmttv. 6t 

Burton (J. BKnnddls). THE vear 

ONE 1 A Pwc of the Freach KaTuhiltglu 
Illuimiad. Crttmt **•«. 61. 
DENOUNCED. Crtrnttm. 61. 
THECLASHOFARMS. CnmwSK 61. 
ACROSS THE SALT SEAS CmimSM. 

THE FATE OF VALSKC. Cr. e». 6t. 

A BRANDED NAME. Cmn 3». 61. 

OuM (BarnardX Auihn of ' The Ltkt of 

^Wnt' THE EXTRAORDINARY CON. 
FESSIONS OF DIAMA PLEASE. 
CrwMS™. fit 

Obwnur (WMtlMTtvX the baptist 

RING. Crf^tPAis. 

THE TRA&KDy OF THE GREAT 

EMERALD. Crvam Sve. ii. 

THE MYSTERY OF A BUNGALOW. 

FREE LANCE OF 



ANDAU: 

rrwHBm te 

WILT THOU HAVE THIS WOMAN! 
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Messrs. Methubn's Catalogue 
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OrtfkarOllL). angel. Third BdHiam. 
Crvum Bvo. 6t. 

PEGGY OP THE BARTONS. Fifik 
Editicn, Crown 6fW, 6f. 
A STATE SECRET. Tfurd EdiHom, 
Crffwn 890. 3^ . 6d, 

FOHANNA. Second Editiatu Cr.Boo, 6f. 

THE HAPPY VALLEY. Crown 9vo. 6f. 

BoylA (A. Oonaa), Author of 'Sberlock 
Holmes' 'The whtto ComxMuiy,' etc. 
ROUND THE RED LAMP. JYintJk 
Edttton, Crown 9vo. 6t, 

IHmoan (BaraJaamwt^e) (Mn. E^enztl 

Cotes), Author of *A Voyagre of Consola- 
tion.^ THOSE DELIGHTFUL 

Third Edi' 
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AMERICANS. lUustrated. 

Hon, Crown Bev. 6r. 

THE PATH OF A STAR. Illustrated. 

Second Edition, Crown Buro. 6t. 

THE POOL IN THE DESERT. 

Crown 8vo. 6«. 

A VOYAGE OF CONSOLATION. Cr, 

Bvo. 31. 6d, 

Fenn (0. KuiTmeX AN ELECTRIC 

SPARK. Crown Bac 6*. 
A DOUBLE KNOT. Crown Bvo, as,6d. 
FlndUiter(J.HA THE GREEN GRAVES 
OF BALGOWRIE. Eonrth Edition, 
Crown Bvo, 6t, 

A DAUGHTER OF STRIFE. Crvwn^vo. 
X*. net, 

nndl&ter (KazyX OVER THE HILLS. 
Second Edition, Crown 800. 6t. 
BETTY MUSGRAVE. Second Edition, 
Crown Bvo. 6s. 

A NARROW WAY. Third Edition, 
Crown Bvo. 6e, 

THE ROSE OF JOY. Second Edition, 
Crown Bzfo, 6s. 

ntsBteplien (OeraldX MORE KIN 

THAN KIND. Crown Bvo. 6s. 

Fl6tclier(J. B,y. THE BUILDERS. Crvwn 
Bvo, 6s. 

LUCIAN THE DREAMER. Crown 
Bvo. 6s, 
DAVID MARCH. Crown Bvo. 6s. 

Wmtala (M. B.X MISS ERIN. Sscond 
Edition. Crown Bvo. xs, net, 

Fruer (Mra Hugh), Author of »The 
. Stolen Emperor.' THE SLAKING OF 
THE SWORD. Crown Bvo, 6s, 

CtaUonCTom). Author of 'Kiddy.' RICK- 
ERBY'S FOLLY, Crorvn Bvo. 6s, 

Oaunt (Vaxy). DEADMAN'S. Crown 
Bvo. 6s. 

THE MOVING FINGER. Crown Bvo. 
y. 6d, 

Gerard (Dorothea). Author of * Lady Baby.' 

THE CONQUEST OF LONDON. 
Second Edition, Crown Bvo, 6s, 
HOLY MATRIMONY. Second Edition, 



mm9v». 6s. 
HERONS' 



THINGS THAT 
Crown Bvo, 6s. 
MADE OF MONEY. Cn 
THE BRIDGE OF LIFK 

Oenund (^mSly). the 

TOWER. Crown Bvo. 6s. 

ffilcbriit CB. Mnzrasr). WILLOW. 

BRAKE. Crown ^90. 6s. 

CHnilU (OeorgeX Authot of 'Demos.* <Ia 
the Year of Jubilee,' etc THE TOW5 
TRAVELLER. Second EeHtiom, Cnmm 
Bvo. 6s, 
THE CROWN OF LIFE. CrvwmBvo. 6r. 
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COaavUle (Bzneetx THE i>£SPATCH 

RIDER. Cnmm 9vo. v. 6dL 

THE INCA'S TREASURE. lUustmcd. 

Cromm Bvo. js, 6d. 

QleAg (GhailesX bunter-s cruise. 

Illustrated. Crown Bvo. ys. 6eL 

QO88 (C. P.). THE REDEMPTION OF 
DAVID CORSON. Tkir^ Edition. 
Crown Bvo. 6s, 

Earrlflon (Km, Burton). A princi^S 

OF THE HILLS. Illustrated. Crwomim. 
6s. 

HdrtoertioiL CA«iim ax pattbncb 

DEAN. CrownBvo. 6s. 
HlCheiLB (Robert)^ Author of 'FlawHL' 

etc THE PROPHET OF B£RK£L£Y 

SQUARE. Second Ed. Crvmm 

TONGUES OF CONSCIENCE. 

Edition, Crown Bvo, 6s, 

FELIX. Fourth Edition. Crvwn 

THE WOMAN WITH THK 

FM Edition. Cr,hvo. 6r. 

BYEWAY& Crown Bvo, xs. 6d. 

THE GARDEN OF ALLAH. 

8m. 6s, 
Hobbei (John OliverX Author of "Robert 

Orange.' THE SERIOUS WOOING. 

Crown Bvo, 6s, 

Hiope (Anthony). See page 3a. 

HonjKh (Emerson), the Mississippi 

BUBBLE. Illustrated. Crvwn 9vo. fie 

Hqasman (OlemenoeX S c K N £ s 

FROM the life OF AGLOVALE. 
Illustrated. Crown 9vo, y, 6d, 

Emit (Vloietx THE h:i;mak in. 

TEREST. CrownBvo, 6s, 
Hyne (C. J. Cntcliffe), Author of ' Captala 

Kettle.' MR. HORROCKS, PURSER^ 

Third Edition, CrownBvo, 6s. 
Jacobs (W.W.X See page 33. 
James (Heniy). Author of 'What Malsie 

Knew.^ THE SOFT SIDE. Secomd 

Edition, Crown Bvo. 6s, 

THE BETTER SORT. Crvwn Bw. 6*. 

THE AMBASSADORS. Soeomd Sdiiiom, 
Crown Bvo. 6s. 

THE GOLDEN BOWL. CrownBvo. &t. 

Janson<anstaf). ABRAHAM'S SACRl. 

rICSi Crown 8m. 6s, 
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LKWlMf<BteL BBUm TRAITS AND 
CONFIDENCES. CrvwmBvff, 6s. 
MELCHO. Crvum ZO0, js, mi, 

Lawion (HaXTTX Author of ' Wh«n the Billy 
BoiU.' CHILDREN OF THE BUSH. 
Crown 9vo, 6s, 

Idnden (AnnieX A WOMAN OF SEN- 
TIMENT. CrtmmZoo \6s, 

Linton ^I^von). the true HISTORY 

OF JOSHUA DAVIDSON, Christian and 
Communist. Tws^fth Ediiwon. Mtditim 
9ivOm ■ 6d* 
Jdmg (J. Lntlier), Co- Author of 'The Dar- 
lins of the Gods.' MADAME BUTTER- 
FCy. Crpwn 8vfi. 6s, 
SIXTY JANE. CfwmZvo. 6f. 

Lorimer(Horma>. mirryann. Crvum 

Zvo. 6s, 

JOSIAH'S WIFE. Crown iivc. 6s, 
Lyall iMnaX DERRICK VAUGHAN, 

NOVELIST. ^9nd Thousand, Crown Bvo. 
_%s. 6d. 
K^Oartlnr (Juttn HA Aadior of * if I were 

Kine/ THE LADY OF LOYALTY 

HOUSE. Crown Zvo, 6s. 

Ibtikio (Pmnline Bradford^ THE 

VOICE IN THE DESERT. Crown Zvo. 
6s. 

Kaonangbtancax the fortune OF 

CHRISTINA MACNAB. Third Bdition. 
Crown ivo, 6s. 
Halet (LucaflX See page 33. 

Il[ami(MrB.]l.B.). olivia'S summer. 

Sscond Edition. Crown Bvo, 6s. 
A LOST ESTATE. A New Ediium. 
Crown Szfo. 6s, 

THE PARISH OF HILBY. A New 
Ediiion, Crown dvo. 6s. 
THE PARISH NURSE. CrownUfo, 6s. 
GRAN'MA'S JANE. CrtmnZoo. 6s, 
MRS. PETER HOWARD. Cr. 9tfo, 6s. 
A WINTER'S TALE. Crown is>o. 6s, 
THERE WAS ONCE A PRINCE. Illus- 
trated. Crown 2(V0, %s. 6d, 
WHEN ARNOLD COMES HOME. 
Illustrated. Crown Bvo, y. 6d, 
Marriott (CharlesX Author of *The 
Column.* GENEVRA. Crown Bvo. 6s, 

Uarsh (Richard). MARVELS and 

MYSTERIES. Crown Svo. 6s. 

THE TWICKENHAM PEERAGE. 

Second Edition, Crown SufO. 6s, 

A METAMORPHOSIS. Crown Bvo. 6s. 

GARNERED. CronmSoo. 6s, 

A DUEL. CrownSvo. 6s. 
Mason (A. B. W.X Author of * The Courtship 

of Morrice Buckler,' 'Miranda of the Bal- 
cony.' etc CLEMENTINA. lUustiated. 

Crown Bvo, Second Edition. 6s. 
Kathom (Helen), Author of 'Comin' thro' 

the Rye.' HONEY. Fourth EdiHon. 

Crown Bvo, 6s. 

GRIFF OF GRIFFITHSCOURT. 

Crown Bvo. 6s. 

THE FERRYMAN. Crown Bvo. 6s. 



IliB«deA.T.> DRIFT Crown Bvo. 6s* 
RESuRGAM. Crown Bvo. 6s. 

'BDbs H0U7' (The Author oQ. THE 
GREAT RECONCILER. CrvwnBvo.6s. 

mtfordCBertram). THE SIGN OF THE 

SPIDER. Illustrated. Sixth Edition. 
Crown Bvo. xs, 6d, 

IN THE WHIRL OF THE RISING. 
Second Edition, Crown Bvo. 6s, 

MxmtinWOrCP. F.X Author of * Into the High- 
ways and Hedges.' THEAUEN. TAin/ 
Edition. Crown Bvo, 6s. 

Koniflon (ArthnrX See page 34. 

NeaUt aX (Mrs. £. Bland). THE RED 
HOUSE. Illustrated. Fourth Edition. 

THE LITERARY SENSE. Cr, Bvo. 6s, 
Norrlfl (W. £.1 THE CREDIT OF THE 
COUNTY. lUustmted. Second Edition. 
Crown Bvo, 6s. 

THE EMBARRASSING ORPHAN. 
Crown Bvo. 6s. 

HIS GRACE. Third Edition. Cr.Bvo. 6s. 
THE DESPOTIC LADY. CrvwnBvo, 6s. 
CLARISSA FURIOSA. CrownBvo, 6s, 
AN OCTAVE. Second Edition. Crown 
Bvo. 6s. 
NIGEL'S VOCATION. CrownBvo, 6s, 

{ACK'S FATHER. CrownBvo. 9S,6d, 
,ORD LEONARD THE LUCKLESS. 

Crown Bvo, is, net, 
OliplUULtdfraX THE TWO MARYS. 

CrownBvo, 6s. 

THE LADY'S WALK. Crown Bvo, 6s. 

THE PRODIGALS. CrwmBvo. ts.net. 
OmVBnt(A]ftedX OWD BOB, THE GREY 

DOG OP KENMUIR. Sixth Edition. 

CrownBvo, 6s. 

Onpeolieim (B. F&ffllpaX MASTER OF 

MEN. Third Edition. CrownBvo. 6s. 

Ozenbam (JolmX Author of *Barbe of 
Giand Bayou.' A WEAVER OF %rEBS. 
Crown Bvo, 6s, 

Pain (Barry), three fantasies 

Crown Bvo. ts, 

LINDLEY KAYS. Crown Bvo, 6s. 

Parker (OilbertX See page 33. 
Fenii)ertonaiazX the Footsteps OF 

A THRONE. Illustrated. Second Edi- 
tion. Crown Bvo. 6s, 
I CROWN THEE KING. With Illus- 
trations by Frank Dadd and A. Forrestier. 
Crown Btw. 6s. 

Prany (Mn. F. B.X A mixed mar- 
riage. Crown Bvo. is. net. 
FldIlpott6(Eden). See page 34. 

FloktbaU (Marmadnke). said THE 

FISHERMAN. Fourth Edition. Crown 
Bvo. i 6s. 

Fryce (Blbhaxd). THE quiet MRS. 
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OP wt^TUlNSnK. Siamd MMifm. 

TUX CLOSSD BOOK. Cmm Bw. tt. 
■DndftftMl THE WOOING OF 

E.MEILA. Standedmm. Crrmmin fir. 

THE PRINCE OF LISNOVER. C, 
_jBfc 6*. 

TvERT'Eff VfLLAGS, With "lUw 



IJiy 



(Snto*) ud AnoUur. 

BRTED VILLAGE. WItl. 
br DoKiTWT Gno Jw 



Bldg* (W. PrtlX LOST PROPERTY. 
Smmd Sdiluik Crnmtttiit. at. 
SECRETARY TO BAYM£,M.P. Cmm 



HEART. lUiuDiud. FtKriM 1 

ABANDONED. StttmJ SJititn. Crv~- 
■m 61. 
■•nMnt (UallH). Aubor of 'TlH Storrar 
■ PcDiwni SooL' THE MASTER OF 
BEECHWOOD. " 



BARBARA'S HONEY. Stand SMOtn. 



TUB LOVE THAT OVERCAME. 

Ctvamttv. 61. 

THE ENTHUSIAST. Cnomgiu. «>. 

ACCUSED AND ACCUSER. Crtm, 

tof. 6t. 

THE PROGRESS OF RACHEI. Cr, 

tluuinoii (T. r.X THE UBSS DECK. 
CnmmU*. v.Sd. 
JIM TWELVES. 
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THE ADVENTURE OF PKINCESS 

SLYVTA. Cnm 8m. u. u: 

THE WOMAN WHO DARKD. Chh 

THE SEA COULD TKIi. 

muumwrn (G. K. And 'a. m.X THB 

LIGHTNir*'- '^-".— — *■ - - 

U» Ramuc 

SirlA Edili. _ 

_ THE PRINCESS PASSES. Cr. Sm. ii. 
TwU (B. LaVVtt)- ORRAIN-. C»m 
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Vtetbsea'B tTsiverBal Library 

irm «v SI DNEY LEE. /■ Sixftmif Vslnma. 
n prqiHUif ■ new Riia of MMJiiU contntnina both bsoln of cluaoJ 
■iCleTnnniiiurcn>,anlal»(anianRrbMk- -'-J---'- -'-'-- — 

, uid piinicniKTij of Ihe AtjeIo-Swhi rocci withm the mica < 

(list inaMcn of Poetry, Diuu, naion, HIwdtc. Bicenphv, jmd 1 
-ttd. Mr. SidocT Lcc will bo the GeDcnl EiGloi of the Labrxrv, 
•DocbbKk. 

li^duncteriKkiDfUETHaui^ miimsu, Lmuirr >n five ;~ 

1. SouHcus or Text. A puie and nnabririscd tui k the priatijr object of Ilia lerie*, 
ud the boolu >iU b* cuiCuUr itptintcd uitda Ibe direction of compiient KboUn InHii the 
beet edilioiUt la x uriei itunded for eopuler niv do* \tm tkui ivr ftindeniH, edherence to Lfae 
oU ^•allinf voaM io nuojcmHi leave d» nutter unintellifible to cM-diuuy reeden, e&d, ej the 
uTHlofadassicUoBiv^vtl, IhatpellinEbAiin nncnl bten modernised. 

•. CmrLmioM. Where It teeBUBirvItaliIe,lhecDTnpleIe»DTki of such irustenuMilton, 
BuDD, Ben jonsoD and Sir TboDux Bnime will be iJTcn. TbeH wilt be iuaed !n lepenu 
VDlunes,>ilthillherrada*b>]do*»>>i)tdeunBlIthewoi1ii of on luihor win hive the oppoi. 
(unity of ecquiringa aintle auiterpiece. 

3. Chkapkbss. Tbe booki will be veil prioled on good paper at a price wbich on the whole 
Ii wilhcal panUcl Id the hiitcry af pnbliihinK. Each Tclume vtit contain fiom 100 to 150 paces, 
apdwillbeimiiHn peps conn, Crown Svo, tt Sixpence net. 

4. Ci-EABHiss OF TvH. The type win be 1 very legible one. 

5. Seufljcity. There will he no editorial natter tsB^M a short biographical aiul biblu^ 
Eiaphkal note by Mt. iSdney Lee at the beginninc of e4ch volume. 

where it ii poesiblet each Mparate bo^ will be ikued in one vohun^ bat the longer one* 
iBut be divided into leveral nhimei. The wlninei mav alio be obtained in doth M One 
ShiUine net, and where ■ *inda booli ii IiHidin(*T«lS«p*nnTTDluinei it iHy be ebtajned 
In cloih in ■ double or treble volume. Thai Q-n. Buu nay be bought in two Sixpenny 
volaaui, oe ia eitc claih mlBna at »■ M. net, and Shakuizah will be i^ven in tea Sixpenny 
iDlnmes. or in five doth vnlunm at is, 6d, eadi. 

^le library wjn be Issued at legulartDLervali after the pnblicalion afibe I 
ofwhich will b« publiahed together. Due notice will be given of xucceeding ia 
of pablicsitlon will be amngal to give >s iDDch vanety of mbjei:! as pouible, 
conpoaing the complete wcvki of an aathor will ha ii"" ^ 
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